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ABSTRACT 
 
My dissertation investigates the connection between hobby (shumi), aesthetic 
appreciation (kanshō), and the imagining of Japan-centered “oriental ceramics” (tōyō tōji) 
in Okuda Seiichi’s (1883–1955) thought during the period of rapid modernization and 
aesthetic nationalism that accompanied Japanese imperialist expansion.  The main task of 
this study is to highlight and analyze the role of Okuda Seiichi in presiding over modern 
ceramic scholarship.  It seeks to understand the peculiarities of Taishō-period society 
(1912 – 1926) that catalyzed the emergence of ceramic hobby and appreciation, 
especially among a circle of Japanese business, intellectual, and cultural leaders.  This 
cultural climate encouraged the gradual formation of the study of ceramic history as an 
academic discipline and ceramic hobby began to reconfigure and merge with scholarly 
activities through groups such as Tōjiki kenkyūkai (Ceramic Studies Society, founded 
1914), the Saikokai (Colored Jar Society, 1916), and Tōyō tōji kenkyūjo (The Institute of 
Oriental Ceramics, 1924).  Okuda played an instrumental role in the establishment of 
professionalism in ceramic study and cultivated the notion of ceramic appreciation by 
claiming superiority for Japanese aesthetic discrimination.  My dissertation illuminates 
		 vi 
the ways in which the notions advanced by Okuda to define ceramic hobby and 
appreciation indicate Japan’s acceptance of Western “fine arts” and aesthetic canons, 
which privileged painting and sculpture.  While the complexity of Okuda’s ideas can be 
understood as part of the broader intellectual concern of Japan’s art history, his most 
significant efforts can be found in highlighting not only artistic qualities but also the 
conceptual and technical supremacy of ceramics.  The dissertation also investigates how 
Okuda established an historical narrative for Asian ceramics in which Japan could 
compare its tradition with the West and assert its unique role in a unitary Asian 
civilization.  In rivalry with the West’s advancement of Asian ceramic studies, Okuda 
stressed his unique, historically conditioned role as a leader in the field, while involving 
his works in a dialogue with Western scholars.  By contextualizing Okuda’s evolving 
thoughts within the intellectual currents of his time, this dissertation sheds new light on 
the origin of the study of ceramic history in the Taishō period, when the idea of ceramic 
appreciation underwent a pivotal redefinition.  
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NOTES TO THE READERS 
 
 
 
Japanese and Korean names are presented in the customary way with family name first, 
followed by given name.  The Romanized Japanese follows the modified Hepburn system 
and the Ministry of Culture and Tourism, ROK (2000) Revised Romanization of Korean 
is used for Korean.  
 
With the exception of those credited to others, all translations are by the author.
	1 
 
INTRODUCTION 
 
 
 
 
This dissertation investigates the shifts of aesthetic principles and canonical 
values in appreciating ceramics during a period of rapid modernization and national 
identity building that accompanied Japanese imperialist expansion. It takes up the ideas 
raised by Okuda Seiichi1 (Fig. 1, 1883–1955) as the foundation to illuminate the broad 
intellectual currents of collecting, appreciating, and studying ceramics in the Taishō 
period.   
 
Okuda Seiichi played an instrumental role in shaping the notions of ceramics as a 
hobby (tōjiki no shumi), ceramics as a focus of aesthetic appreciation (kanshō), and 
Japan-centered “oriental ceramics” (tōyō tōji). He entered the Department of Psychology 
at Tokyo Imperial University in 1913 and there he met Ōkōchi Masahito (founding 
member of the Saikokai, 1878–1952) and Taki Seiichi (professor at Tokyo Imperial 
University, 1873–1945) who had a huge influence on his academic career.2 As the 
leading figure of Tōjiki kenkyūkai (Ceramic Studies Society, 1914), the Saikokai 
(Colored Jar Society, 1916), and Tōyō tōji kenkyūjo (The Institute of Oriental Ceramics, 																																																								
1 Okuda Seiichi used different pen names such as Okuda Jirōbō, Jirōbō, Jirōbō Shujin, 
and Muse Dōjin. See “Okuda Seiichi sensei chojutsu bunken mokuroku” (The 
Bibliography of Dr. Okuda Seiichi), Nihon bujutsu kōgei 207 (December 1955): 62–65.    
2 The author gratefully acknowledges the help of Mori Kōichi who spared time to share 
his knowledge and shared his unpublished manuscript titled Okuda Seiichi Nenpyō 
(Chronology of Okuda Seiichi). The most of Okuda Seiichi’s bibliographical information 
is derived from Mori’s unless noted otherwise.   
	2 
1924), Okuda wrote major works on ceramics with emphasis on the concept of 
“appreciation.” He served as a government bureaucrat starting from a specialist at Patent 
Office (Tokkyokyoku) from 1923 and advancing to a committee member of the 
Association for National Treasure Preservation (Kokuhō hozonkai i’in) in 1929, to a 
research member of the Preservation of the Important Works of Fine Arts (Jūyō 
bijutsuhin tō chosa i’in) in 1933, to a Cultural Properties Protection specialist (Bunkazai 
senmon shingi kai senmon i’in) and he made great contributions to the modern creation 
of Japan’s National Treasures. He worked as an art educationalist when he became a 
lecturer at Tokyo Imperial University (1936–1940) and Tokyo Institute of Technology 
(1931–1946). He was also engaged as a guest curator for the Tokyo Imperial Museum in 
1946.3 He was appointed as a par–time employee of the Japanese Governor General’s 
Office in Korea in 19394 and afterwards, he was credited with registering the Japan 
House (J. wakan, K. waegwan) kilns site in Busan as the Important Sites for Preservation 
in 1941.5   
Koyama Fujio (1900–1975), the renowned ceramic historian, curator, and disciple 
of Okuda, wrote about Okuda’s achievement and contribution to the field of Japanese 
ceramic history in a memoriam titled “Okuda Seiichi sensei no shi wo itamu” (Sympathy 																																																								
3 Koyama Fujio, “Okuda Seiichi sensei no shi wo itamu” (Sympathy letter for the loss of 
Okuda Seiichi), Nihon bujutsu kōgei 207 (December 1955): 52.  
4 Roster of the Committee for the Study of Korean Antiquities (Joseon chongdokbu geup 
sosokgwanseo jikwon rok) (Seoul: Governor-General’s Office, 1911–1942) Cited in Mok 
Soohyun, “Iljeha bakmulgwan eu hyungseong gwa eumi” (The Museum Building and its 
Meaning under the Japanese Colonial Rule of Korea) (M.A. thesis, Seoul National 
University, 2000), 56–57. 
5 Katayama Mabi, “Kankoku, tōyō daikakukō hakubutsukan shojō no fuzanyo 
shutsudohen ni tsuite” (Archaeological findings from the Busan kiln: Collection of 
Dong-A University), Tōyō tōji 43 (2014): 95. 
	3 
letter for the loss of Okuda Seiichi). Here, he listed Okuda’s significance in modern 
ceramic scholarship: 1) popularization of ceramic hobby and appreciation 2) research and 
investigation of historical ceramics 3) designation of National Treasures.6 Also, it should 
be noted that in the process of Japan’s empire building, Okuda inevitably had interactions 
with the colony, Korea that shaped the mainstream intellectual discourse on the peninsula. 
In the dissertation, I will mainly focus on these three areas of Okuda’s significance as 
listed by Koyama and elucidate the features of his thought by fully engaging with his 
writings and placing them in three different analytical frames: 1) the emergence of new 
ceramic hobby in the 1910s 2) the development of modern ceramic appreciation 3) the 
building of a unitary ceramic tradition of Japan-as-Asia.  
Okuda was instrumental in the modernizing process of what now has became the 
discipline of ceramic history, and his activities in Tōjiki kenkyūkai, the Saikokai, and 
Tōyō tōji kenkyūjo, in sequence, reveal the trajectory of modern development of ceramic 
scholarship intimately related to the needs of the different stages. As we look at the 
historical phases of Okuda’s works, it is apparent that the body of his writings at a given 
time and circumstance reflects the prevailing tides of his time. However, Okuda’s early 
training in psychology, his own preference for decorative, colored types of wares, his 
commitment to essentializing claims for the superiority of ceramic appreciation 
developed in Japan, and his search for a universality of beauty in ceramics stood out in 
his subtle and complex historical profile as a Taishō intellectual and government 
bureaucratic. In particular, the investigation of Okuda’s thoughts on aesthetic 																																																								
6 Koyama Fujio, “Okuda Seiichi sensei no shi wo itamu,” 52. 
	4 
appreciation of ceramics allows us to understand the political, social, and cultural 
contexts that brought about the birth of the study of ceramic history. Rather than to write 
an intellectual biography of Okuda, my dissertation aims to make a meaningful discovery 
of the emergence of modern Japanese ceramic scholarship that manifests drastic 
diversification in terms of its direct interest, approach, and content through the lens of 
Okuda’s activities and accomplishments.  
In the dissertation, I will bring together the contemporaneous primary texts such 
as Saikokai Kōenruku (Record of the Saikokai Lectures) and Kokka (Flowers of the 
Nation), and ceramic magazines of his time such as Tōji (founded in 1927), Hoshigaoka 
(founded in 1930), and Chawan (founded in 1931) to scrutinize Okuda’s ideological 
stance and specific interpretive narrative in relation to the varied discourses on ceramics 
of Taishō society – ceramic hobby, appreciation, and Japan-centered “oriental ceramics.” 
In particular, by adopting the methodology of Satō Dōshin’s study of language (kotoba 
no kenkyū),7 each chapter aims to unpack the baggage of the three idioms – tōjiki no 
shumi, kanshō, tōyō tōji – specific to the exclusive circles, and delineate the 
entanglement of these epistemological concepts as part of value formations and subtle 
nuances of Japanese translation words for Western concepts. As Jinno Yuki’s study 
amply demonstrates, the word shumi had come into popular use from 1907 especially in 
																																																								
7 Satō Dōshin in“Nihon bijutsu” tanjō: Kindai Nihon no “kotoba” to senryaku (The 
Birth of “Japanese Art”: The “Language” and Strategy of Modern Japan, 1996) 
deconstructs the foundation of Japan’s art history in the Meiji period by thoroughly 
accessing the linguistic and institutional systems of building new art canons, genres, and 
disciplines.   
	5 
the commercial, social-economic, and cultural sector of popular life.8 The concept and 
practice of shumi in the art realm continued to grow with regard to the activities of seeing 
artworks in person, going to museums and exhibits, and collecting. When used together 
with tōjiki, the translation word for “ceramic,” variations of expressions were coined 
such as tōjiki no shumi, shumi no tōjiki, tōji shumi, nihon shumi tōjiki, and so forth. The 
closest Western parallel to tōjiki no shumi would be “pastime” or “amusement” through 
appreciating ceramics in varying degrees from collecting to studying as opposed to 
professional occupation. Significantly, Okuda considered that tōjiki no shumi and tōjiki 
no kanshō are essentially the same thing. Furthermore, he propounded specific ways of 
appreciating tōyō tōji from the Japan-centric worldview. Here, I will either leave the term 
untranslated or use the literal translations such as “ceramic hobby” in order to convey the 
use of these idioms or concepts in primary sources specific to the Taishō period.       
 
State of the Literature 
 
In Japan, the historiography of modern ceramic scholarship in Japan still has a lot 
left to be desired. Takeuchi Junichi did a full survey of major traits and shifts in ceramic 
studies from the Meiji to the early Shōwa period in a series of articles under the title 
“Nihon tōji kenkyūshi jōsetsu” (Introduction to the History of Japan’s Ceramic Studies) 
featured in the magazine Tōsetsu.9 While Takeuchi’s work will be appreciated for his 																																																								
8 See Jinno Yuki, Shumi no Tanjō: hyakkaten ga tsukutta teisuto (The Birth of Hobby: 
Taste Made by Department Stores) (Tokyo: Keisō Shobō, 1994).  
9 Takeuchi Junichi published a series of articles titled “Nihon tōji kenkyūshi josetsu” 
	6 
masterful outline of the defining characters of the modern ceramic studies, his wide 
coverage of topics has limitations in detailing the intricate and complex processes of 
formulating the basis of the field. A number of studies have emerged which have begun 
to examine chanoyu (tea culture) and modern Japanese art (ceramics) history side by side. 
Kumakura Isao has conducted a thorough study of the new, modern tea men called 
“sukisha” (tea connoisseurs) and their art collecting, which both reaffirmed and 
challenged the age–old chanoyu establishment and its mode of aesthetic appreciation in 
Meiji Japan.10 His study of modern tea men provides a crucial context for understanding 
the birth of ceramic hobby and appreciation. In Kindai no bijutsu to chanoyu (Modern 
“Fine Art” and Chanoyu), Yōda Toru aptly deconstructs the narratives of modern 
Japanese art that promoted historical tea vessels as “fine arts” and a key icon of Japan’s 
unique tradition – chanoyu – at the same time.11 Yōda discusses Okuda’s treatment of 
chanoyu utensils and demonstrates how innovative Okuda’s new language was in 
evaluating artistic qualities of pre-modern tea vessels in a modern (Western) sense and 
dismantling the tea hegemony such as the pedigree of ownership (denrai) and hakogaki 
(a container box inscription by owners or tea masters) attached to them.  
Okuda’s work has recently garnered attention due to the new interest in 
historiography and the disciplinary origin within an art history. In Tōyō tōji (the journal 
of the Japan Society of Oriental Ceramic Studies, 2013), Hayashiya Seizō and Kida 																																																																																																																																																																				
(Introduction of History of Japanese Ceramic Studies) in the journal, Tōsetsu from 2000 
to 2002. 
10 See Kumakura Isao, Kindai Sukisha no Chanoyu (Modern Chanoyu of Sukisha) 
(Kyoto: Kawahara Shoten, 1997). 
11 See Yōda Toru, Kindai no Bijutsu to Chanoyu (Modern “Fine Art” and Chanoyu) 
(Kyoto: Shibunkaku Shuppan, 2013), 132–133. 
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Takuya published seminal works that opened up a careful examination of Okuda’s legacy 
in the field of ceramic history. Hayashiya’s essay titled “Shi Okuda Seiichi wo kataru” 
(Speaking about My Teacher, Okuda Seiichi) is a type of memoir that portrays Okuda’s 
profile and offers a closer look at his pioneering role in the formation of the ceramic 
studies groups.12 Kida reconstructs the trajectory of modern ceramic scholarship 
primarily through detailing the seemingly interrelated activities of the early ceramic 
study groups and key players such as Okuda and Ōkōchi Masatoshi.13 Interest in Okuda 
stemmed from his acknowledged impact on the formation of modern ceramic study 
groups. Indeed, Okuda’s ceramic history needs to be placed against the backdrop of the 
Taishō period development of ceramic scholarship.  
Some recent studies on the pioneering role played by Okuda in the emergence of 
Korean arts and crafts also deserve our attention. Jung Eunjin in her critical assessment 
of the Asakawa brothers, Noritaka (1884–1964) and Takumi (1891–1931), and their 
works on Korean ceramics, opens up a new possibility for analyzing the difference 
between armchair historians in the metropole and empirical researchers in the colony.14 
Jung points out how Asakawa Noritaka, a Japanese resident in Korea, conducted 
fieldwork in hundreds of old kiln sites and utilized empirical data to support his studies 																																																								
12 See Hayashiya Seizō, “Shi Okuda Seiichi sensei wo kataru” (Speaking about My 
Teacher, Okuda Seiichi), Tōyō Tōji Vol. 42 (2013): 5–14. 
13 See Kida Takuya, “Ōkōchi Masatoshi to Okuda Seiichi: Tōjiki 
Kenkyūkai/Saikokai/Tōyō Tōji Kenkyūjo – Taishōki o chushin ni” (Ōkōchi Masatoshi and 
Okuda Seiichi: Tōjiki Kenkyūkai, Saikokai and Tōyō Tōji Kenkyūjo: Focusing on the 
Taishō Period), Tōyō Tōji Vol. 42 (2013): 15–36.  
14 See Jung Eunjin, Kindai chōsen tōjishi kenkyū – Asakawa Noritaka, Takumi 
kyōdai no katsudô wo jiku toshite (Study on the History of Modern Korean Ceramics: 
Viewing through the Activities of Asakawa Noritaka and Takumi Brothers) (Ph.D. diss., 
Ritsumeikan University, 2012). 
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on Korean ceramics. Okuda and other Japanese scholars at home compromised by 
relying on Asakawa’s new findings while pursuing the revision of the received tradition 
of chanoyu. Kim Brandt notes that Asakawa’s research outcomes from fieldwork exerted 
significant impact on Korean ceramic studies in Japan, including those by Takahashi 
Yoshio (1861–1937), who included three volumes of the Taishō meki kan devoted to tea 
bowls of Korean-origin.15  
Although Okuda often discounted the concept of “folk crafts” (mingei) due to his 
preference for kanshō ceramics, he had a close relationship with the circle of the 
Japanese mingei movement, including Yanagi Sōetsu (1889–1961) and Asakawa 
Noritaka. Okuda first met Asakawa Noritaka in 1926 during his visit to Korea with 
Aoyama Tamikichi (art critic and brother of Aoyama Jirō) and Akaboshi Gorō (authority 
on Korean ceramics). Nine years later, Asakawa was invited to give a lecture titled 
“Chōsen tōki no kanshō” (Appreciation of Korean Ceramics) at the Saikokai. Also, it 
was Okuda who introduced Hamada Shōji and Kawai Kanjirō – who later became mingei 
potters – to Yanagi in 1924.16 Okuda’s critical stance on Yanagai’s mingei theory and 
repeated references to Asakawa’s works reflect their influence on the mainstream 
ceramic scholarship.  
In the West, there has been an unfortunate tendency to reduce the scope of 
examining modern ceramic scholarship in Japan to mingei theory. Indeed, English-
language scholarship has devoted considerable energy to discussing the formation of 																																																								
15 Kim Brandt, Kingdom of Beauty: Mingei and the Politics of Folk Art in Imperial Japan 
(Durham: Duke University Press, 2007), 18–19. 
16 Mori Kōichi, Okuda Seiichi Nenpyō (Chronology of Okuda Seiichi). 
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mingei aesthetic ideas for their global appeal and association with the Arts and Crafts 
movement in 1880s Britain, and has focused primarily on Yanagi, Bernard Leach (British 
studio potter, 1887–1979), and their mingei cohort as the dominant figures who 
contributed to worldwide branding of an image of Japanese ceramics made by the 
“unknown craftsman.” The critical evaluation of mingei theory in a broader context of 
Japan’s changing cultural and social conditions has emerged in recent years. Yuko 
Kikuchi in Japanese Modernization and Mingei Theory (2004) analyzed the development 
of Yanagi’s hybrid form of mingei theory in tandem with Japan’s ideological 
construction of nation and empire building.17 Chiaki Ajioka also wrote numerous articles 
on the rise of the new craft and mingei movement and discussed how Japan’s 
modernizing process of craft production brought a new set of values to the concept of 
“art craft.”18 In Kingdom of Beauty (2007), Kim Brandt provides a new framework of art 
collecting and tasteful consumption among middle-class elites within which the mingei 
theory was formulated and gained the upper hand.19  
Christine Guth in Art, Tea, and Industry: Masuda Takashi and the Mitsui Circle 
discusses the emergence of the new tea men (sukisha) and the role they played in the 
transformation of chanoyu and its art collecting.20 The comparison of Okuda’s promotion 																																																								
17 See Yuko Kikuchi, Japanese Modernisation and Mingei Theory: Cultural Nationalism 
and Oriental Orientalism (London and New York: RoutledgeCurzon, 2004). 
18 See Chiaki Ajioka, “Aspects of Twentieth-Century Crafts: The New Craft and Mingei 
Movements,” in Since Meiji: Perspectives on the Japanese Visual Arts, 1868–2000 ed. 
Toshiko M. McCallum and J. Thomas Rimer (Honolulu: University of Hawaii Press, 
2012). 
19 See Kim Brandt, Kingdom of Beauty: Mingei and the Politics of Folk Art in Imperial 
Japan (Durham: Duke University, 2007). 
20 See Christine Guth, Art, Tea, and Industry: Masuda Takashi and the Mitsui Circle 
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of kanshō ceramics in the Saikokai with Yanagi’s mingei campaigns is inevitable since 
their distinctive but overlapping narratives concerned the paradigm–changing conditions 
of individual taste and institutional promotion of Japan’s craft industry. Nicole Coolidge 
Rousmaniere’s Vessels of Influence: China and Porcelain in Medieval and Early Modern 
Japan is a welcome addition to the field of the historiography of modern ceramic 
research both in and out of Japan. Its first chapter, “Porcelain Debates in Japan and the 
West,” ably traces the unsettling concepts and logics behind the modern construction of 
“Japanese ceramics” and deconstructs the “zeitgeist” schemes of writing a ceramic 
history in Japan and beyond.21 Magdalena Kolodziej in her M.A. thesis titled “Saikokai: 
Its Role in the Field of Ceramics Appreciation in Modern Japan” introduces the Saikokai 
as a main topic and details their major activities such as lectures, publications, 
exhibitions, and archaeological excavations of kiln sites. Here, she demonstrated how the 
Saikokai played the central role in the development of ceramic appreciation with its close 
ties with a group of sukisha – a new tastemaker of ceramic collecting in modern Japan.22  
Together, these scholars provide a timely context for a reconsideration of modern 
ceramic scholarship in the Taishō period and careful examination of Okuda’s legacy in 
the field of ceramic history. Yet, no one has fairly accessed Okuda’s retrospective 
significance in the Taishō boom of collecting, appreciation, and study of ceramics. My 
dissertation will build upon and contribute to the growing scholarship on the 																																																																																																																																																																				
(Princeton, N.J.: Princeton University Press, 1993). 
21 See Nicole Coolidge Rousmaniere, Vessels of Influence: China and the Birth of 
Porcelain in Medieval and Early Modern Japan (London: Bristol Classical Press, 2012). 22	Magdalena Kolodziej, “Saikokai: Its Role in the Field of Ceramics Appreciation in 
Modern Japan” (M.A. thesis, Freien Universität Berlin, 2010).	
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historiography of modern ceramic studies in Japan by contextualizing Okuda’s unique 
contribution to the discourse of ceramic hobby, appreciation, and Japan-centered 
“oriental ceramics” in the intellectual currents and the peculiarities of Japan’s condition 
in his own time.  
 
Ceramic Appreciation as a Hobby 
 
The concept of “hobby” (shumi) is significant for describing the activities of 
ceramic appreciation in the early twentieth century. This ceramic hobby as a leisure 
activity can be placed in opposition to full-time occupation and professionalism. It also 
signifies the opening up of opportunities to appreciate ceramics to a broad audience. 
Indeed, the sudden availability of collectible items at the art markets – whether they were 
the famous daimyo collections or new archaeological findings unearthed from distant 
sites – brought about a new era for ceramic hobby. A group of Japan’s industrialist 
leaders, who identified themselves as modern sukisha (meaning “tea lovers” or 
“connoisseurs”: I will refer them as “modern tea men”) as opposed to chajin (participants 
in chanoyu), developed their ceramic hobby in both private or personal (shi) and public 
(kō) realms.23 On the personal level, they indulged in extravagant art collecting centering 
on celebrated tea utensils (meibutsu) associated with old feudal rulers and used them in 
tea rituals as a means to promote their cultivated status. The modern sukisha group, who 
regarded themselves as social, economic, and cultural leaders of Japanese society, 																																																								
23 Kumakura Isao, Kindai Sukisha no Chanoyu, 254–257.  
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cleverly politicized their activities of art collecting as a patriotic duty and made their 
collections accessible to the public by publication, museum/exhibition displays, and 
broadcasting.24 They further sponsored and engaged in social and academic groups to 
share common interests in collecting and studying ceramics as a hobby. As a result, 
various types of scholarly societies and friendship associations appeared and, as was the 
case with their British prototypes such as the Geological Society and the Royal Society,25 
their cliquish and elitist membership reinforced members’ sense of cultural sophistication 
in Japanese society. Most importantly, these cultural, intellectual, and business leaders 
took the initiative with their substantial funds to organize and establish learned groups of 
ceramic study and appreciation within the current of bunmei kaika (civilization and 
enlightenment). Chapter 2 focuses on the critical period of the 1910s and 20s when 
“ceramic hobby” was promoted and shaped by these new tea men and their art collecting 
practice. They purposely selected and identified with the Momoyama-era (1573–1615) 
term, sukisha in order to distinguish themselves from chajin whose aesthetic values were 
rooted in the chanoyu practice of the Togukagawa period. At the same time, these 
modern sukisha brought innovation to the age-old tea hegemony by revising and re-
inscribing a parameter of collectible items. Okuda maintained close affinity with the 
modern sukisha group who supported his research financially throughout his academic 
career. Okuda was warmly received and invited by modern sukisha such as Ōkōchi 
Masatoshi (Fig. 2) and Yokogawa Tamisuke (Fig. 3 1864–1945). However, although 																																																								
24 Christine Guth, Art, Tea, and Industry: Masuda Takashi and the Mitsui Circle, 161.  
25 Stacy Pierson, Collectors, Collections and Museums: The Field of Chinese Ceramics 
in Britain, 1560–1960 (Oxford and New York: P. Lang, 2007), 115. 
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Okuda cultivated the ideas of ceramic hobby and appreciation for those men of substance, 
he was not one of them, often portraying himself as a literati scholar (bunjin) who 
pursues Confucian leaning and is far away from mundane concerns.    
Okuda began writing about ceramics as early as 1911 and his articles appeared in 
major art journals such as Kokka, Nihon bijutsu, Bijutsu, Tōji, Chawan, and Chuō bijutsu. 
As Okuda expressed his prevalence for decorated, colored ceramics, the majority of his 
writings dealt with works of Nonomura Ninsei (active ca. 1646–94), Kiyomizu Mokubei 
(1738–1799), and Nin’ami Dōhachi (1783–1855), and Kakiemon, Nabeshima, Imari, and 
Kutani style wares. His articles such as “Chaki no kanshō ni tsuite” (Appreciation of Tea 
Vessels, 1918), “Nihon shumi tōjiki no hattatsu” (Development of Japanese Style 
Ceramics, 1919), and “Tōjiki no kanshō ni tsuite” (Ceramic Appreciation, 1922) 
established the basic format of his ideas on ceramic appreciation. It is no coincidence that 
all three appeared in Kokka (Fig. 4, Flowers of the Nation) – the first art history journal 
in Japan, founded by Okakura Tenshin (1862–1913) and Takahashi Kenzō in 1889. His 
ideas on ceramic appreciation laid out in these articles deployed the abstraction of a 
Japanese “essence” in order to define Japan’s unique artistic sensibilities. Here, Okuda’s 
relationship with Taki Seiichi (professor at Tokyo Imperial University, 1873–1945) is 
worth noting. As the first professor in art history at Tokyo Imperial University (appointed 
in 1914), Taki established the Department of Art History and also served as an editor-in-
chief of Kokka from 1900.26 From 1914, Okuda audited Taki’s art history classes and 																																																								
26 Shigemi Inaga, “Okakura Kakuzō and India: The Trajectory of Modern National 
Consciousness and Pan-Asian Ideology Across Borders,” Review of Japanese Culture 
and Society (December 2012): 48. 
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became the first assistant of the art history department.27 He worked for the department 
to consolidate its founding for eight years. Although Okuda established himself as a 
ceramic scholar, his training in art history under Taki’s guidance had a big impact on the 
direction of his studies in the following years.  
 
Okuda and the Saikokai (Colored Jar Society) 
 
 Inspired by the discovery of a number of Kakiemon and Nabeshima porcelains at 
the antique shop called “Tanaka” in the resort town of Hakone, Hatakeyama Issei (1881–
1971) and Nishiwaki Saizaburō (1880–1962) – both zaibatsu (industrial conglomerates) 
leaders and modern sukisha who practiced tea rituals and collected tea vessels – proposed 
the idea of the Saikokai (Fig. 5).28 They invited Ōkōchi, Tanabe Junkichi (architect, 
1868–1926), Satō Koichi (professor of architecture at Waseda University), Nakajun 
Seiichirō, and Takemura Kango to join as founders of the group. There is yet no 
consensus about how to translate “Saikokai” in English and different versions suggested 
by scholars include “Overglaze (or Enameled) Jar Society,” “Decorated Jar Society,” and 
“Colored Jar Society.” Nicole Coolidge Rousmaniere used the English translation, 
“Overglaze Decorated Jar Society” for the Saikokai. This choice of translation is likely to 
be derived from the Saikokai’s first publication titled Kakiemon to Iro Nabeshima (Fig. 
6), which decisively manifested the group’s major interest in porcelain with colored 
																																																								
27 Mori Kōichi, Okuda Seiichi Nenpyō (Chronology of Okuda Seiichi). 
28 Kida Takuya, 23.  
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decorations and direction of its activities.29 Here, I will take Chiaki Ajioka’s translation, 
“Colored Jar Society,” to refer to the Saikokai as it defines their focus on colorful 
decoration on the surface of ceramics.30 According to Hatakeyama Issei, the founder of 
the Saikokai, the name “Saikokai” was improvised after seeing a Kakiemon jar (Fig. 7) 
that Satō Koichi purchased. It was Hatakeyama who suggested the name: “since this is a 
colored jar (Saishiki no aru tsubo), let us be the Colored Jar Society (Saikokai).”31 Indeed, 
the role of surface decoration in ceramics and its harmony with the physical form 
received major attention among the Saikokai members.  
As Okuda described the Saikokai as a “social group,”32 a variety of individuals 
who shared common interests in ceramic collecting and appreciation formed the group 
and it attracted their friends to join. Modern sukisha members of the Saikokai included 
Yokogawa Mamisuke, Ariga Nagafumi (1865–1938), Fukui Hokusaburō (1866–?), 
Takayama Chōkō (1867–1937), Makida Kan (1871–1943), Ōhashi Shintarō (1863–1944), 
Shiobara Matasaku (1877–1956), Wada Toyoharu (1862–1924), Imamura Igezō (1877–
?), Kurachi Seio (1867–1935), and Isomura Toyotarō (1868–1943).33 Among them, 
Ōkōchi and Yokogawa were primary members, especially in the early stage, who gave 																																																								
29 Nicole Coolidge Rousmaniere, Vessels of Influence: China and the Birth of Porcelain 
in Medieval and Early Modern Japan, 49.  
30 Ajioka Chiaki, “Aspects of Twentieth-Century Crafts: The New Craft and Mingei 
Movements,” 419.		
31 Kida Takuya, 23.  
32 Okuda Seiichi, “Kotōjiki kanshō no kaiko” (Reflection on the Appreciation of 
Historical Ceramics), Nihon bijutsu kōgei (May 1951): 8. 
33 See the charts of modern sukisha members from Saitō Yasuhiko, “Kindai sukisha no 
netto waku to sonzai keitai” (The Formation of Business Networks among Tea-
Ceremony Connoisseurs, 1910–1937), Yamanashi daikaku kyōiku jinbunkagakubu kiyō 9 
(2007): 313–315.  
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the lectures. While the number of the Saikokai’s members varied from seven to ninety 
during its life, there was a consistent number of leading members who researched, 
lectured, and planned the exhibits. Chapter 3 presents the Saikokai as a quasi-
professional group for ceramic studies and argues that their activities can be 
characterized as “educational” rather than “academic.” This is a point of departure from 
Tōjiki kenkyūkai (Ceramic Studies Society), in which each member had expertise on 
varied subjects as well as Tōyō tōji kenkyūjo (The Institute of Oriental Ceramics), an 
advanced form of the preceding group that set research-oriented goals. The Saikokai 
greatly contributed to raising the overall level of ceramic hobby and appreciation among 
the dilettante members.  
The Saikokai’s major activities can be summarized: 1) hold monthly meetings to 
have lectures or informal social meetings or outings to Kyoto, Osaka, and Kanazawa for 
viewing newly discovered findings 2) sponsor and plan exhibitions of their own 
collections or contemporaneous potters 3) publish records of the Saikokai lectures.34 One 
of the Saikokai’s major contributions was the publication of its lectures (Saikokai 
Kōenruku). As its title renders, they are records of the lectures provided for the Saikokai 
meetings or exhibitions. Thus, contents are relatively brief. It is known that regular 
viewing sessions were held to show ceramics that one of the Saikokai members brought 
for the lectures.35 The first publication of collected works under the title, Kakiemon to Iro 
Nabeshima, in 1916 was followed by eight lectures in 1920, nine in 1921, two in 1923, 																																																								
34 Kida Takuya, 26.  
35 Kurahachi Tōjirō, “Yakimono shumike no konjaku” (Now and Then: the Ceramic 
Hobby Circle), Hoshigaoka 71 (October 1936): 36. 
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four in 1924, five in 1925, three in 1926, three in 1927, and one in 1928.36 After 1928, 
there were sporadic efforts to have lectures and publish them until its demise in 1952. 
Apparently, Okuda and Ōkōchi were two key contributors to the Saikokai lectures. In the 
beginning, Ōkōchi played a crucial role and until 1922, he delivered the majority of 
lectures. The Great Kantō Earthquake in 1923 put a halt to the Saikokai’s activities 
including the exhibitions, “Foreign Ceramics Exhibition” (Gaikoku tōjiki ten) on its 
opening day.37 The aftermath of the earthquake provided a starting point for Okuda to 
take the lead in the Saikokai and his activity peaked from 1923 to 1927. Gradually 
shifting from the Saikokai, Okuda’s main activities were mostly dedicated to the Institute 
of Oriental Ceramics  (Tōyō tōji kenkyūjo) after its founding in 1924.  
In a related vein, it is worth looking at Ernest Fenollosa’s Society for 
Appreciation of Painting (Kangagai, 1884–89) in comparison with the Saikokai. 
Apparently, Fenollosa set a precedent that stimulated others to collect paintings and 
study their appreciation through the founding of this group. The Society for Appreciation 
of Painting was a forum for a collective of art connoisseurs, scholars, and artists, where 
Fenollosa displayed his own collection of Chinese and Japanese paintings and delivered 
lectures on the subject. In Fenollosa’s efforts to promote contemporary painters, the 
group regularly held exhibitions and sometimes displayed their new arts and historical 
works side by side.38 Chelsea Foxwell argues that Fenollosa endeavored to foster modern 																																																								
36 See Table 1 of the Saikokai’s lectures provided by Tōji Danwakai (Ceramic Lecture 
Group). The date and year of each lecture’s publication does not reflect its actual time 
give at the Saikokai.    
37 Kida Takuya, 26.  
38 Hirayama Mikiko, “Japanese Art Criticism: The First Fifty Years,” in Since Meiji: 
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reproduction of historical paintings in the Society for Appreciation of Painting as a 
vehicle for diverting public attention from Japanese antiquities and compensating for 
their outflow to the West (including his own collection to the Museum of Fine Arts, 
Boston).39 These two different approaches were conceived as a respond to the Meiji 
government’s policies of encouraging the “export” (yūshutsu) of new crafts and 
preventing “leaking out” (ryūshutsu) of traditional art outside Japan. The Saikokai also 
held monthly meeting for its members and each time, one of the members would bring 
ceramics from his collection for appreciation and evaluation. It is known that the 
Saikokai lectures were accompanied by viewing sessions.40 Not only did the Saikokai 
provide a platform for cultivating and promoting ceramic appreciation, but also it 
organized several exhibitions such as “Kakiemon’s 250th Anniversary Exhibition” (1916), 
“The Saikokai’s Historical Ceramics Exhibition” (1923), and “Foreign Ceramics 
Exhibition” (1923) at Mitsukoshi department Store.41 The Saikokai also sought to inspire 
contemporary potters to reproduce modern interpretation of the long-forgotten ceramic 
traditions. In particular, the exhibition titled “Contemporary Potters Exhibition” (Gendai 
toko sakuhin tenrankai, 1921) at Mitsukoshi was an important occasion for the Saikokai 
in the direction of supporting those potters active during the Taishō period.42 The jury 
																																																																																																																																																																				
Perspectives on the Japanese Visual Arts, 1868–2000, ed. Toshiko M. McCallum and J. 
Thomas Rimer (Honolulu: University of Hawaii Press, 2012), 259.  
39 Chelsea Foxwell, “New Art and the Display of Antiquities in Mid-Meiji Tokyo,” 
Review of Japanese Culture and Society (December 2012): 146.  
40 Okuda Seiichi, “Kotōjiki kanshō no kaiko,” 8. 
41 Kida Takuya, 26.                                   
42Aichiken tōji shiryokan henshū, Meiji no ningen kokuhō: Teishitsu gigei’in no waza to 
bi: Seifu Yohei, Miyagawa Kozan kara Itaya Hazan made (Artistry of the Meiji Imperial 
	19 
members awarded potters such as Suwa Sozan (1852–1922), Miyagawa Kōzan (1859–
1940), Kawamura Seizan (1890–1973), Ishino Ryūzan (1861–1936), and Takahashi 
Seizan and gave recognition to their works.43   
 
Okuda’s Ceramic Appreciation 
 
Judging from its members, it is fair to say that the founding of the Saikokai group 
was indebted to the rise of a ceramic collecting boom, especially among a circle of 
modern sukisha from the 1910s, and the gradual formation of the study of ceramic 
history as an academic discipline. As its founding statement suggests, the Saikokai’s 
research on ceramics provided the point of departure from the old chanoyu appraisal of 
tea bowls and was dedicated to moving beyond the traditional method of ceramic 
appreciation. In attempts to modernize the ceramic appreciation from the chanoyu 
tradition, Okuda commented critically that the legacy of past tea masters’ appraisals of 
famous tea vessels (meibutsu) was unchanged into the early twentieth century. 
Importantly, Okuda argued that the scarcity of opportunities to view meibutsu in person 
was a big obstacle to the development of scientific and practical evaluation.44 He also 
asserted that the artistic status of meibutsu was not absolutely fixed and attempted to re-
																																																																																																																																																																				
Court Artists: Seifu Yohei, Miyagawa Kozan to Itaya Hazan) (Aichiken tōji shiryokan, 
2010), 147.  
43 Magdalena Kolodziej, 57.  
44 Okuda Seiichi, “Chaki no kanshō ni tsuite” (Appreciation of Tea Bowls), Kokka 340 
(September 1918): 98.  
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evaluate the “absolute beauty” assigned to pedigreed utensils.45 Okuda’s stance toward 
chanoyu and its artistic canons was that it was a contested area rife with uncertainty and 
disagreement. While he aligned with modern sukisha such as Ōkōchi in bringing 
innovation to the established chanoyu norms, he endeavored to maintain a so-called 
“scholarly distance” from them at the same time. It should be noted that Okuda 
benefitted precisely from his connections with modern sukisha collectors, especially with 
regards to opportunities to view ceramics in person and pursue his research. The 
emphasis on viewing and one’s aesthetic appreciation based on six senses and mental 
work was ultimately symptomatic of Taishō-period empiricism, as can be also witnessed 
in the Taishō meiki kan (Fig. 8, The catalogue of famous tea caddies and bowls) 
compiled by Takahashi Yoshio.46 
Most importantly, Okuda embraced the Western sense of fine arts and 
propounded the artistic merits of ceramics on equal terms with the main genres such as 
painting and sculpture. For instance, he compared decorations applied to the surface of 
ceramics with paintings on canvas and the tactile sensation of glaze effects or the 
materiality of ceramics with that of sculptures in marble.47 Yet, he reinforced a utilitarian 
aspect of ceramics that made them distinct from the Western principle of fine arts made 
for purely “pleasure.” The introduction of “fine arts” canons inevitably clashed with old 
norms of aesthetics in Japan. When the Meiji government recognized its craft export 																																																								
45 Ibid., 99.  
46 Takahashi Yoshio, Taishō meiki kan (The Famous Tea Utensils in the Taishō Era) 
(Tokyo: Taishō mekikan hensanjo hakkō, 1921–26, 1926–28). 
47 Okuda Seiichi, “Tōjiki no shumi” (Ceramic Hobby), in Tōki kōza (Tokyo: Yuzankaku, 
1938): 31. 
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industry as a major income source, craft production, chiefly ceramics, was targeted to 
capitalize on popular types or designs in the Western market. In the process, the artistic 
value of certain works was often linked and confused with their market or financial value. 
Since the late 1870s, the Japanese government had recognized the importance of 
developing ‘design’ (zuan) for export crafts of high quality (bijutsu kōgei).48 In turn, 
when craft schools were established to teach advanced technology from the West, they 
included departments of design. The Saikokai’s promotion of contemporary ceramics 
based on traditional techniques or styles was a reaction to the modernizing process of the 
ceramic industry. One of the Saikokai’s founding members, Ōkōchi was critical of the 
quantity production of cheap crafts in modern Japan and emphasized the role of 
education to preserve handicraft traditions.49 Interestingly, Ōkōchi noted that in order to 
produce a potter of genius, the curriculum in the schools of crafts should include not only 
technical knowledge of making pottery but also painting and sculpture lessons.50  
Chapter 4 will examine a substantial body of Okuda’s writings on ceramic 
appreciation during his active years in the Saikokai. While contributing around fifteen 
lectures (published as a series of Saikokai Kōenruku) to the Saikokai, Okuda conceived 
the very ideas about ceramic hobby and appreciation and explored possibilities of writing 
a ceramic history that would overcome the dichotomies of fine arts versus crafts, East 
versus West, and old chanoyu appraisals versus new, modern aesthetic appreciation. He 
was broadly interested in decorative ceramics such as Iro Nabeshima, Ko–Kutani, and 																																																								
48 Yuko Kikuchi, 83.  
49 Ōkōchi Masatoshi, “Nihon tōjiki no geijutsu teki kenkyū” (Artistic Research of 
Japanese Ceramics), Yōgyō kyōkai zasshi 351 (1922): 314.  
50 Ibid., 314. 
	22 
Imari wares and wrote about individual potters such as Ninsei, Dōhachi, and Aoki 
Mokubei (1767–1833). Most importantly, Okuda brought the modern concept of design 
to bear on describing artistic qualities of ceramics: with an emphasis on design or 
decoration, execution was separated from conception and it brought a division between 
‘artist-craftsman’ and ‘craftsman.’ In this logic, Okuda celebrated individual potters as 
artist-craftsmen in the modern sense. At the same time, he paid attention to a ceramic’s 
surface, which had been the blind spot in age-old chanoyu appreciation. According to 
Yamanoue no Sōji’s (1544–1590) Yamanoue no Sōji ki (The chronology of ownership of 
renowned tea items), the major criteria of meibutsu lay in its shape (nari), size (koro), 
and condition or atmosphere (yōsu).51 Okuda did not entirely overlook the practical side 
but highlighted the pleasurable experience of a ceramic’s function in harmony with a 
decorative surface. Further, he asserted that this experimental possibility of decorative 
ceramics make them superior to paintings and sculpture.  
 
Okuda’s Aesthetic Nationalism 
 
The Kantō earthquake in 1923 marked a watershed event in the history of modern 
Japan. For Okuda, it was also a crucial moment in his career. In 1923, Okuda quit his job 
at the Department of Art History at Tokyo Imperial University after eight years to 
become a specialist at the Patent Office (Tokkyokyoku).52 At the same time, he took the 																																																								
51 Oka Yoshiko, “Wamono chawan to kindai no chanoyu” (Japanese Tea Bowls and  
Modern Chanoyu), Bijutsu Forum Vol. 26 No. 21 (2012): 94. 
52 Mori Kōichi, Okuda Seiichi Nenpyō (Chronology of Okuda Seiichi). 
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lead in the Saikokai and started giving lectures on various subjects for its members. 
Interestingly, Okuda’s first two Saikokai lectures in 1923–24 were about Goryeo celadon 
with cloud and crane designs and mishima of Korean-origin. Chapter 5 examines 
Okuda’s reevaluation of Korean tea bowls made for the Japanese market (kōraijawan) 
conditioned by the peculiarities of Japan’s late-developing society in a world order 
dominated by the Western imperial powers. Okuda’s engagement with Korean ceramics 
coincided with the rise of the Korean ceramic collecting boom in Japan. This is when 
Yanagi and the Asakawa brothers promoted Korean arts and campaigned for the 
establishment of the Korean Folk Art Museum (Fig. 9, Chōsen minzoku bijutsukan, 
1924). Importantly, Okuda placed the ceramics of Korean origin from the past into a 
Tōyō framework in ways that gave meaning to contemporaneous understanding of 
Japan’s unique historical role in a unitary Asian tradition. Okuda’s essays on Korean 
ceramics have been brought to attention recently especially by Jung Eunjin53 as she 
engaged with the works of the Asakawa brothers. Okuda in his Kokka essays used the 
Lee Royal Family Museum as major source of reference for his study of Korean ceramics. 
Meanwhile, Yanagi and Asakawa also introduced and analyzed the works on display at 
the Lee Royal Family Museum.54 However, to support claims for defining the essence of 
Korean ceramics, they looked to different aspects and types of Korean ceramics, showing 
the difference between “armchair” art historian and “amateur” archaeologist. Although it 																																																								
53 Jung Eunjin, 78–79. 
54 See both Asakawa Noritaka’s “Chōsen tōki no kachi oyobi hensen ni tsuite” (The 
Value and Development of Korean Ceramics) and Yanagi Sōetsu’s “Richō kama 
manroku” (Essay about the Korean Kilns) featured in the 1922 September Shirakaba 
journal.  
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can be assumed that Okuda whose goal of his ceramic studies was set on ceramic 
appreciation did not fully utilize empirical and scientific data, his interest in 
archaeological surveys can be in fact traced back to his early years in the 1910s and it 
took shape under the influence of Shibata Jō, an archaeologist at the Tokyo Imperial 
University. Okuda made several trips to conduct fieldwork at the Seto, Kutani and Ninsei 
kiln sites from 1914 (Fig. 10).55 After gathering new archaeological findings, he reported 
on a number of shards unearthed from the Seto and Kutani kiln sites at the second 
meeting of Tōjiki kenkyūkai.56 While Okuda was familiar with “scientific” methods of 
analyzing historical ceramics, it is notable that the paucity of these archaeological data 
incorporated in his Korean ceramic studies is due to the fact that his major source of 
reference came from the Lee Royal Family Museum – the Japanese government-
sponsored museum placed in the building of the former royal palace in Korea.57  
Okuda began the project of establishing the Institute of Oriental Ceramics in 1924. 
As Okuda recounted, in the aftermath of the earthquake in 1923, the Ceramic Studies 
Society was eventually disbanded to organize a new group called “The Institute of 
Oriental Ceramic” with emphasis on academic research.58 Based on his notion of ceramic 
appreciation expressed in the Saikokai lectures, Okuda wrote a series of articles under the 
title “Tōyō tōjiki no kanshō” (its given English translation is “Appreciation of Oriental 
Ceramics: To Western Collectors”) featured in the Institute of Oriental Ceramics’ 																																																								
55 Kida Takuya, 22. 
56 Ibid., 21.  
57 See Iwanga bakmulgwan sojangpum sajincheop (The Catalogue of the Lee Royal 
Family Museum’s Collection) (Seoul: Iwangjik, 1912). 
58 Kida Takuya, 27.  
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magazine, Tōji (Oriental Ceramics) from 1928 to 1929. Needless to say, the Saikokai’s 
legacy, which created the basis for ceramic appreciation, was carried on to the next trend, 
that of fostering scholarship on the Japan-centered “oriental ceramics” through Okuda’s 
works. The connection between the Saikokai and the Institute of Oriental Ceramics was 
inevitable: not only Okuda but also Nakao Manzō and Hara Bunjirō from the Saikokai 
were the founding members of the Institute of Oriental Ceramics and Yokogawa was one 
of the sponsors who financed its establishment.59  
Throughout his career, it is apparent that Okuda turned to, compared and 
competed with Western scholars who advanced the field of ceramic history. In the West, 
an unprecedented overflow of Chinese ceramics from China during the turmoil under the 
pressure of the Western imperial powers spurred the growth of interest in collecting, 
exhibiting, and studying “oriental” things. As his writings show, Okuda had considerable 
knowledge of both public and private ceramic collections in the West and was attuned to 
the language of Western aestheticism on “oriental ceramics,” ranging from the cultural, 
intellectual, and business leaders in the West such as R. L. Hobson (1872–1941), George 
Eumorfopoulos (1868–1939), A. L. Hetherington (1881–1960), Berthold Laufer (1874–
1934), Edward S. Morse (1838–1925), William S. Bigelow (1850–1926), and Ernest 
Fenollosa (1853–1908). In 1935, when Sir Percival David, Hobson, Eumorfopoulos, 
Laufer visited Japan, Okuda and Yamanaka Sadajirō (founder of Yamanaka Company, 
1866–1936) greeted them on behalf of Japanese scholars.60 While studying what had 																																																								
59 Ibid., 27.  
60 Mori Kōichi, Okuda Seiichi Nenpyō (Chronology of Okuda Seiichi). Okuda previously 
met R.L. Hobson during his visit to Japan in 1930 – See Tōji Vol. 2 No. 6 (June 1930).  
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been written about Japanese and Asian ceramics in the West, Okuda was compelled to 
correct the ‘mischaracterizations’ by the Western scholars and redefine the concept and 
framework of appreciating “oriental” ceramics.  
There is no doubt that Okuda’s ceramic study was associated to some degree with 
Japan’s nationalistic and imperialistic policies prevalent in the early twentieth century to 
some degree. This sentiment is particularly evident in his articles, “Tōyō tōji no kanshō” 
(Appreciation of Oriental Ceramics: To Western Collectors) in 1928–29. In Chapter 6, I 
will offer a close reading of Okuda’s texts to discern his construction of Japan’s Orient as 
opposed to the West’s Orient. At the outset, Japan’s Tōyō mainly referred to different 
geographical and temporal units – China (Shina), Korea (Chōsen), and Japan – from the 
“Orient” conceptualized in the West. Certainly, Okuda defined tōyō ceramics in three 
large categories – China, Korea, and Japan – and traced the development of each 
country’s ceramic tradition. Then, he argued that tōyō ceramics reached an artistic peak 
in Japan after culminating Chinese and Korean influences and established Japan as the 
authority on Asian ceramic tradition.61 In a series of articles featured in Tōji (Oriental 
Ceramics), Okuda, who cast himself as a “Japanese authority,” ultimately attempted to 
engage in a dialogue with “Western collectors” to enlighten them about tōyō ceramic 
appreciation. Okuda further developed his ideas about appreciation from ceramic 
viewing to “reading” as a unique Japanese way and elaborated them in the articles “Doku 
tō junrei” (Ceramic Reading I, 1930) and “Tōki dokuhon” II, III (Ceramic Reader II, III, 
from 1930–31) in the same journal. Along with the scholarly goals of the Institute of 																																																								
61 Okuda Seiichi, “Tōyō tōji no kanshō” (Appreciation of Oriental Ceramics: To the 
Western Collectors), Tōji 6 (October 1928): 9–10.  
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Oriental Ceramics, Okuda’s study of ceramic history continued to advance from the 
hobbyist and amateur level during this period.  
 
The central aim of this dissertation is to present the trajectory of modern ceramic 
scholarship in Japan from its emergence in the 1910s to the first pinnacle of its 
development from 1926 to 1936 by thoroughly examining the works of Okuda and 
placing them in an analytical frame. In particular, it seeks to investigate the gradual 
formation of ceramic history as an academic discipline in three interlocking domains of 
Japan’s experience with modernization, nationalism, and imperialism. It is hoped that my 
dissertation will build upon and contribute to the growing interests in the historiography 
of modern ceramic research and it will, in turn, introduce the birth of ceramic history in 
modern Japan to the Western audience for the first time.  
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CHAPTER 2 
 
 
Transition from Meibutsu to Kanshō Ceramics 
 
 
 
The Meiji state’s initiative to push modernization and industrialization of ceramic 
manufacture forced a complex inner reformation of inventing a history of Japanese 
ceramics as opposed to its own modernity and the West. The earliest efforts to shape the 
direction of building Japan’s unique ceramic tradition were shaped by the government’s 
participation in international expositions and a high priority was given to produce more 
attractive, desirable contemporary products for the foreign art market. The changing 
perception about the status of Japanese ceramics was closely tied to the issues of defining 
ceramics as “art” on the ground of imported Western socio-cultural values. Along with 
the Meiji government’s policy to promote craft export industry, the totalizing schema for 
classifying, collecting, and preserving Japan’s ceramic tradition was being instituted at a 
national level from top to bottom. In the process of inventing “Japanese ceramics,” the 
primary value lay in its capacity to represent certain qualities of fine arts and national 
identity rather than conforming to the established canons of meibutsu rooted in past 
ownership or pedigree – to whom it belonged or when and on what occasion it was used.  
Concurrently, unprecedented sales of prestigious art collections especially from 
former daimyo and noble households, vast quantities of religious icons removed from 
temples and shrines, and the overflows of newly excavated artifacts in and out of Japan 
gave vent to collecting and studying the history of Japanese art. Grouped as modern 
sukisha, the industrial and financial leaders such as Inoue Kaoru (1868–1912), Yasuda 
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Zenjirō (1838–1921), and Masuda Takashi (1848–1938) shared enthusiasm for collecting 
art princially meibutsu in chanoyu and fostered appreciation of traditional Japanese 
ceramics through their vast wealth and cultural clout.62 The emergence of modern 
sukisha and their aesthetic discrimination signaled a new golden age of ceramic 
collecting, appreciation, and research. Modern sukisha not only lavishly indulged in art 
collecting on a private or personal level but endeavored to fulfill their official 
responsibility in the protection and preservation of Japan’s cultural heritage. The 
flourishing of modern sukisha activities peaked in the Taishō era marking a newly 
emergent consciousness of ceramic hobby and appreciation. In this chapter, I will 
delineate dramatic changes in the history of ceramic appreciation from longstanding 
chanoyu connoisseurship to the Meiji government-led reassessment of Japan’s ceramic 
tradition and finally to modern sukisha taste in kanshō ceramics.   
 
Meibutsu Tradition in Chanoyu 
 
The pre-modern hierarchy in Japanese art was closely linked with patrons’ or 
consumers’ social status. It was categorized into “court art,” “art for military warriors,” 
“commoner’s art” and so forth.63 It was no exception to apply this emphasis on patrons or 																																																								
62 In Art, Tea, and Industry: Masuda Takashi and the Mitsui Circle, Christine Guth 
delineates, for the first time in English, the ways that the political vicissitudes and 
cultural fissures of the Meiji period enabled Japan’s new industrial and business leaders 
as avid art collectors to shape their taste over time and how it brought about the new 
paradigm in Japanese art history.    
63 Cited in Yuko Kikuchi, 80–81. Satō Dōshin, Nihon Bijutsu no Tanjō (Tokyo: 
Kōdansha, 1996), 55. 
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consumers to famous tea implements in the context of chanoyu. One of the crucial 
aesthetic sensibilities in chanoyu was called “yuisho,” meaning pedigree.64 That is, the 
pedigree of tea utensils is related to owners or occasions where a tea vessel was selected 
and used in tea rituals. As the history of each tea utensil was recorded in inscriptions on 
the container box (Fig. 11, hakogaki) or labels (gedai) attached to the backs of scrolls, 
they became major certificates of authentication for tea practitioners. The bestowal of a 
name also gave new aesthetic value to a tea utensil. It is known that a practice of naming 
tea vessels was firmly established by the early Edo period.65 For instance, Yamanoue no 
Sōji ki (The records of Yamanoue no Sōji, 1586), introduces a list of the most valued 
chanoyu objects and discusses the origin and meaning of each name given to those 
vessels as a crucial pointer. The frequency with which the utensil’s name appears in the 
records of tea gatherings made a tea vessel more desirable and in turn, it commanded a 
high price among collectors.    
At the outset, the word meibutsu (literally meaning “celebrated utensils”) 
exclusively referred to artifacts of Chinese origin that belonged to the Ashikaga shoguns. 
Ashikaga Shogun Yoshimasa (1430–90), well known for his fascination with kara-mono 
(Chinese things), set the prototypical model for later collectors and high esteem for this 
shogunal collection was gradually standardized in the designation of meibutsu. This 
legacy of renowned objects was transmitted through records or catalogues that described 
and classified the Ashikaga shoguns’ collection of paintings, ceramics, and lacquers. The 																																																								
64 Kumakura Isao and Peter McMillan, “Reexamining Tea: “Yuisho,” “Suki,” “Yatsushi,” 
and “Furumai”,” Monumenta Nipponica Vol. 57 No. 1 (Spring 2002): 7.  
65 Andrew Watsky, “Representation in the Nonrepresentational Arts: Poetry and Pots in 
Sixteenth–Century Japan,” Impressions 34 (2013): 141. 
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Kundaikan sayu chōki (or Kundaikan sōchōki) written by Yoshimasa’s cultural advisor, 
Nōami (1397–1471) and later extended by his grandson Sōami (d. 1525) is the earliest 
surviving example.66 From the mid-sixteenth century, the compilation of meibutsuki 
(records of renowned objects) flourished and together they offered an index of collectible 
and desirable items for tea practitioners and collectors. Yamanoue no Sōji’s (1544–1590) 
Yamanoue no Sōji ki presents tea history by charting the genealogy of ownership of 
renowned items.67 Importantly, it gives us a glimpse of what contemporaneous chajin 
viewed in a tea vessel in order to classify certain objects as meibutsu: major criteria of 
evaluation included shape (nari), size (koro), and condition or atmosphere (yōsu).68 
Ganka Meibutsuki (complied in 1660, author unknown) based on the records of 
renowned objects by Kobori Enshū (1579–1647) is another important source of listing 
tea utensils favored, collected, and classified as meibutsu.69 Matsudaira Fumai’s Kokon 
meibutsu ruijū bespeaks the established norms of meibutsu divided into two ranks.70 
Those in the first rank designated as “ōmeibutsu” (great meibutsu) were largely 
associated with the fifteenth and sixteenth–century collections of the Ashikaga shoguns, 
Oda Nobunaga (1534–82), and Toyotomi Hideyoshi (1536–98).71 The next rank, “chūkō 
meibutsu” (meibutsu of the era of revival) designated those that had belonged to 
seventeenth century daimyo and tea master collectors such as Kobori Enshū.  																																																								
66 Christine Guth, Art, Tea, and Industry: Masuda Takashi and the Mitsui Circle, 47.  
67 Kumakura Isao, Kindai sukisha no chanoyu, 220.  
68 Oka Yoshiko, “Wamono chawan to kindai no chanoyu,” 94. 
69 Yōda Toru, 10.  
70 Kumakura Isao and Peter McMillan, “Reexamining Tea: “Yuisho,” “Suki,” “Yatsushi,” 
and “Furumai”,” 5.  
71 Morgan Pitelka, Handmade Culture: Raku Potters, Patrons, and Tea Practitioners in 
Japan (Honolulu: University of Hawaii Press, 2005), 135.  
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As mentioned above, the word meibutsu was first fashioned in the collecting 
boom of kara-mono (Chinese things) during the Ashikaga rule. Since the eighth century, 
the aesthetic discrimination for kara–mono had been ubiquitous in all aspects of Japanese 
culture reflecting China’s position as Japan’s cultural leader. Although kara-mono had 
been brought by Zen priests for religious purposes from the late Kamakura period, the 
trade between Ming China and Japan begun by the shogun Ashikaga Yoshimitsu in the 
early fifteenth century prompted the rise of collecting kara-mono.72 One of the most 
treasured kara-mono in the shogunal collection was a type of thick-walled black glazed 
stoneware called “Tenmoku” (Fig. 12) made in Fujian province in southeastern China. 
Among them, a dark-toned glazed tenmoku called “hare’s fur” was the most sought-after 
kind. A streaked pattern on the inside of glaze gave its nickname.73 The aesthetic 
fascination with kara-mono continued to grow especially among ambitious rulers of 
humble origin such as Oda Nobunaga and Toyotomi Hideyoshi. For them, acquisition of 
objects from the Ashikaga shoguns collection meant more than demonstrating cultural 
sophistication; it had political implications to build up their image as legitimate 
successors.74 Concurrently, new wealthy merchant (machishū) became intensely involved 
in chanoyu with their wealth and financial power and collected valuable works, both 
newly imported objects and antiques that once belonged to the shogunal collection.  
																																																								
72 Murai Yasuhiko, “The Development of Chanoyu: Before Rikyū,” in Tea in Japan: 
Essays on the History of Chanoyu, ed. Paul Varley and Kumakura Isao (Honolulu: 
University of Hawaii Press, 1989), 15. 
73 Takeuchi Junichi, Turning Point: Oribe and the Arts of Sixteenth-Century Japan (New 
York & New Haven: Metropolitan Museum of Art and Yale University Press, 2003), 33.  
74 Christine Guth, Art, Tea, and Industry: Masuda Takashi and the Mitsui Circle, 49.  
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The boundary for classifying meibutsu was gradually expanded to include a wider 
range of fine, respectable utensils regardless of country of origin. Along with kara-mono, 
the taste for wabi had profound impact in the development of tea rituals and eclecticism 
in collecting practice. Murata Shukō (d.1502), a retainer of Ashikaga Yoshimasa, first 
introduced this aesthetic value to the world of chanoyu and praised the qualities of “cold 
and withered” that had emerged in the realm of Japanese poetry (waka) from the 
medieval age.75 In Letter of the Heart (Kokoro no fumi, circa 1488), Shukō celebrated 
rustic and humble ideals of the wabi aesthetic as a distinctive style in harmony of 
Chinese and Japanese tastes.76 As Dale Slusser argues, this text served as a useful tool to 
establish the merchant group’s interest in chanoyu and promote new aesthetic ideals 
based in wabi.77 As a manifestation of wabi aesthetic, kōraijawan (Korean tea bowls) 
emerged as a hybrid balancing Chinese and Japanese objects and they increasingly 
gained aesthetic validation by outnumbering Chinese utensils used in tea gatherings by 
the 1580s.78 At the same time, Shukō and his successor Takeno Jōō (1502–55) sought to 
use native stoneware from the Shigaraki and Bizen kilns.  
Sen no Rikyū (Fig. 13, 1522–91), a tea advisor to Hideyoshi, continued to 
develop and cultivate a keen interest in the wabi beauty of the imperfect and crude. 
Certainly, this signaled a shift of the aesthetic taste from conventionally esteemed kara-																																																								
75 Murai Yasuhiko, “The Development of Chanoyu: Before Rikyū,” 28.  
76 Ibid., 21.  
77 Dale Slusser, “The Transformation of the Tea Practice in Sixteenth–Century Japan,” in 
Japanese Tea Culture: Art, History, and Practice, ed. Morgan Pitelka (London: 
RoutledgeCurzon,2003), 44.  
78 Takeshi Watanabe, “From Korea to Japan and Back: One Hundred Years of Japanese 
Tea Culture through Five Bowls, 1550–1650,” Yale University of Art Gallery Bulletin 
(2007): 84.  
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mono to a syncretic style of wabi. The yearning to idealize the wabi aesthetic and use 
newly celebrated utensils for wabicha (tea for wabi) was in fact derived from the 
necessity to cope with limited sources of old meibutsu collections after the Ōnin Wars 
(1467–77) caused severe damage.79 As the powerful military lords such as Oda 
Nobunaga and Toyotomi Hideyoshi aggressively commanded and amassed famed 
artifacts from their retainers as symbols of power, the merchant group’s tea practitioners 
created a new category of collectible objects in a competitive realm of socioeconomic 
hierarchy. Rikyū and his peers from Sakai, a major port of commerce, sought to favor 
and use certain simple, rustic, and everyday utensils in the wabi style.80 As mentioned 
above, records show that the number of domestic wares employed to and used in tea 
rituals began to increase in the late fifteenth century. However, it was from the time of 
Rikyū that Japanese local wares were fully embraced into chanoyu. Not only did Rikyū 
handpick the existing works, but he commissioned tea vessels that would suit his concept 
of wabi. For instance, the potter Chōjirō created the irregular form of tea bowls under 
Rikyū’s direction and they were the precursors of what we know collectively as Raku 
ware (Fig. 14). In pursuit of the wabi aesthetic, each tea bowl was hand-sculpted and 
individualized; also its coarse surface exhibits a certain degree of crude and imperfect 
qualities. The oldest surviving record of meibutsu, Yamanoue no Sōji’s Yamanoue no 
Sōji ki (1586), mentions the type of ceramic now known as Raku ware as one group of 																																																								79	Watanabe Takeshi, “From Korea to Japan and Back: One Hundred Years of Japanese 
Tea Culture through Five Bowls, 1550–1650,” 84.  
80 Theodore M. Ludwig, “Chanoyu and Momoyama: Conflict and Transformation in 
Rikyū’s Art,” in Tea in Japan: Essays on the History of Chanoyu, ed. Paul Varley and 
Kumakura Isao (Honolulu: University of Hawaii Press, 1989), 90–91. 
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“imayaki chawan” (tea bowls in the new fashion).81 This supports the perception that 
Raku ware’s high esteem in tea rituals began during Rikyū’s lifetime.   
As the Ashikaga shogunal collection retained its prestigious status in the 
Momoyama period, its legacy as meibutsu was carried on and canonized by later 
generations of tea masters and collectors. For those who had limited access to meibutsu 
in the Tokugawa period, an old chajin’s appraisals recorded on a container box appeared 
to be an important source of its authentication. For instance, Matsudaira Fumai divided 
1000 tea utensils into two groups in the Kokon meibutsu ruijiyū (Various collected 
objects from all ages, 1787). The one is what he actually saw and the other is what he has 
not seen but read or heard.82 This attests the fact that famous tea implements said to have 
belonged to early tea masters down to Rikyū were quite rare to see and appraise for the 
Edo chajin. In this regard, there was already a degree of criticism in the seventeenth 
century about the canonization of meibutsu that deterred advancement of aesthetic 
evaluation. Yabunouchi Chikushin (1678–1745), a tea mater of the mid-Edo period, 
raised doubts about the credibility of hakogaki as a certificate of authentication. 
Nonetheless, the emphasis on yuisho – a pedigree of past ownership – continued to 
persist in the tea world and was carried on by the tea schools as well as industrial 
collectors, a new patron group of chanoyu.  
 
 																																																								
81 Oka Yoshiko, “Wamono chawan to kindai no chanoyu,” 94.  
82 Morgan Pitelka, Handmade Culture: Raku Potters, Patrons, and Tea Practitioners in  
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Invention of “Japanese Ceramics” in Modern Japan 
 
When ceramic history was first written into “Japanese art,” there were many 
challenging views and confused opinions to evaluate artistic aspects of Japanese 
ceramics within and outside Japan.83 Along with Japan’s participation in the Vienna 
International Exhibition in 1873, the term “bijutsu” for fine art was first translated to 
capture the Western hierarchical scale of aesthetic ideals and sociocultural values.84 The 
main categories of bijutsu by the Western standards were painting (kaiga) and sculpture 
(chōkoku), and accordingly, ceramics were relegated to the lower rank of “craft” 
according to the international convention. As the art administrators such as Kuki Ryūichi 
and Okakura Tenshin endeavored to promote Japanese ceramics through international 
expositions and export trade beginning with the 1893 World’s Columbian Exposition in 
Chicago, the conceptualization of ceramics as one genre of bijutsu began to develop. The 
creation of terminology for ceramics vividly captures the process of building a 
hierarchical classification of fine arts in modern Japan. It is difficult to separate a driving 
force of the state-led and institutional promotion of Japanese ceramics from economic 
profits that they brought to the nation. The records show that craft products made about 
one tenth of the total income of export industry from the late 1870s to 1880s.85 Ernest 
Fenollosa, who strongly advocated the “art ideas” of pure aesthetics and the artist’s 
original creation, found a way to celebrate the artistic qualities of Japanese ceramics by 																																																								
83 Kumakura Isao, Kindai Sukisha no Chanoyu, 37.  
84 Alice Y. Tseng, The Imperial Museums of Meiji Japan: Architecture and the Art of the 
Nation (Seattle: University of Washington Press, 2008), 32–38. 
85 Yuko Kikuchi, 82.  
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blurring the distinction between art and craft, because he was acutely aware of their 
popularity in the art market as a major sector of Japonisme and concerned with 
presenting them properly to his fellow Bostonian collectors.86  
The newly chosen term kōgei written in a two-letter combination of kō (meaning 
technical artisanship) and gei (from geijutsu for “art”) referred to crafts, in general, 
industrial products.87 The word kōgei debuted officially in the Ministry of Industry’s 
mission statement in 1871 and then widely became in use.88 As Satō Dōshin argues in 
“Nihon Bijutsu” no Tanjō, due to its pre-modern association with technical mastery 
(rather than artistic creativity) through the word kō, kōgei from its inception had a 
limitation to operate in a hierarchical ranking of fine arts.89 By blurring the demarcation 
between art and craft, the term bijutsu kōgei (meaning “crafts as fine arts” rather than “art 
craft”) was created as early as the late 1880s as a subfield of the term kōgei (craft).90 The 
creation of the term bijutsu kōgei was in part a response to the Western demand of 
quality-craft production and efforts to have Japan’s long-standing craft tradition 
recognized as equal to the Western fine arts. The term bijutsu kōgei was created to add a 
certain level of artistic quality to kōgei and it became one of art genres along with 
painting and sculpture. In a proposal for the establishment of the Imperial Museum 																																																								
86 Michael F. Marra, “The Creation of the Vocabulary of Aesthetics in Meiji Japan,” in  
Since Meiji: Perspectives on the Japanese Visual Arts, 1868–2000, ed. Toshiko M. 
McCallum and J. Thomas Rimer (Honolulu: University of Hawaii Press, 2012), 202. 
87 Satō Dōshin, Modern Japanese Art and the Meiji State: the Politics of Beauty, 55. We 
can trace the origin of the word kōgei from the Chinese book Tang shu (The book of 
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(1889), Kuki Ryūichi set up four departments and provided the English translations for 
each word – history (rekishi), fine art (bijutsu), art industry (kōgei bijutsu), and industry 
(kōgei).91 Upon completion of the museum, its structure physically manifested the 
modern construct of Japan’s tradition divided into fine arts and industry. However, the 
use of bijutsu kōgei and kōgei in reality was still confusing and unsettling as to the 
questions such as whether kōgei is art and the utilitarian beauty of kōgei can be 
considered as fine art. The inclusion of “bijutsu kōgei” in 1928 in Teikoku Bijutsu 
Tenrankai (the Imperial Arts Exhibition) as the fourth section next to Japanese-style 
painting, Western-style painting, and sculpture marked a watershed moment for official 
recognition of artistic value on equal terms with painting and sculpture.92   
When the fall of the Ming dynasty in 1644 had caused cessation of production in 
Jingdezhen, the Western demands for Chinese style white and blue porcelain were 
gradually fulfilled by Japan’s kiln production in Arita and elsewhere in Hizen province. 
In turn, most of Western audiences were familiar with overglaze porcelain types exported 
from Japan from the mid-seventeenth century. It involuntarily led to misunderstanding in 
the West to view Japanese art as purely “decorative” and a full spectrum of Japanese 
ceramics was underappreciated.93 The French author and collector, Philippe Burty 
(1830–90) first coined the term “Japonisme” in 1872 as a reflection of the popularity of 
Japanese art at the height of its influence on Western artists and craftsmen.94 The 																																																								
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majority of works categorized as Japonisme were ukiyo-e woodblock prints and crafts. 
As the Meiji export industry actively responded to this demand created by Japonisme, the 
promotion of crafts was under the jurisdiction of the Ministry of Agriculture and 
Commerce whereas painting and sculpture aligned with the fine art system under the 
Ministry of Education.95 In attempts to cater to the Western taste for Japanese ceramics, 
the Japanese government sponsored extensive exhibits of luxurious and elaborately 
decorated ceramics at international expositions, which brought a great success.96  
Here, it is useful to recall the debate between Edward S. Morse (1838–1925) and 
James Lord Bowes (1834–99) arguing whether artistic qualities of “domestic stoneware” 
or “export porcelain” best represented the essence of Japanese ceramics. Bowes (Fig.15), 
a British textile merchant and art collector, wrote in 1879 that undecorated tea vessels 
celebrated by Morse were lacking in artistic qualities, whereas decorative ceramics 
represented by Kakiemon, Ninsei, and Morikage deserved attention and praise.97 Unlike 
Morse who spent a considerable time in Japan and studied with Japanese specialists such 
as Ninagawa Noritane (1835–1882), Bowes never visited Japan and his exposure to 
Japanese ceramics was rather skewed and limited to export wares displayed at 
international expositions in London and Liverpool (Fig. 16). His image and 
understanding of Japanese ceramics was formed by Japan’s self-portrait of ‘Old Japan’ to 
the West. Until the late nineteenth century, Japan’s historical tea bowls with relatively 																																																								
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lighter designs did not receive much attention and were considered “the commonest and 
basest kind” in the West.98 This is due to the fact that foreigners’ experience of the 
Japanese tea ceremony was limited. Thus, they were relatively aloof from collecting tea 
utensils and the aesthetics of chanoyu remained a mystery in the West until the 
publication of Okakura’s The Book of Tea in 1906. Even Charles Lang Freer (1854–
1919), who made five long trips to Japan, complained of the difficulties of understanding 
chanoyu largely due to language barrier and cultural difference.99  
 Edward S. Morse (Fig. 17), an American zoologist, the first professor of zoology 
at Tokyo Imperial University, and an avid collector well known for his Japanese ceramic 
collection held at the Museum of Fine Arts, Boston, was introduced to chanoyu in the 
late 1870s and 1880s. As Morse noted, it was his connection with Ninagawa Noritane 
that enabled him to understand and familiarize himself with collecting practice especially 
in the chanoyu realm: 
 
“Through Ninagawa, I have learned many interesting things about collectors and 
collections. It was interesting to find that for hundred of years these people have 
had their collections and crazes for collecting…”100 
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Ninagawa (Fig. 18) was engaged with antiquarian (kōko) activities in the age of 
civilization and enlightenment. However, as witnessed by Morse, his antiquarianism 
rooted from the age-old practice of collecting was “never so systematic or scientific and 
generally not so curious nor so exact as to the age and locality of the objects.”101 
Ninagawa’s famous publication, the seven-volume series titled Kanko zusetsu: Tōki no 
bu, also known as Notice historique et descriptive sur les arts et industries japonais: Art 
céramique (1876–80, Fig. 19) in French, exemplifies his antiquarian attitude in studying 
Japanese pottery with an emphasis on the science of name and thing (meibutsugaku). He 
vividly reproduced colors and textures on the ceramic surface with hand-colored 
lithographic plates, which exhibit his primary concern with empiricism and materialism. 
Along with these visual images, each item is presented with short descriptions (such as 
name and date).102 It suggests Ninagawa’s antiquarian view that emphasized the exact 
name, time and provenance as the fundamental basis for an audience to make connection 
with ceramics. It is noteworthy that Ninagawa identified each work by the name of 
potters or workshop production. This method of identification is a crucial shift of the 
central interest from the pedigree of past owners to creators.  
In 1901, Morse also compiled and published Catalogue of the Morse Collection 
of Japanese Pottery (Fig. 20).103 It is a catalogue of the Japanese ceramics that Morse 
amassed during his stay in Japan with the help of Ninagawa and later sold to the Museum 
of Fine Arts, Boston. Here, Morse made a survey of different types of ceramics by 																																																								
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tracing the genealogies of potters and kiln workshops. Following the text, he presented 
collotype plates and sketches of each Japanese pottery group arranged on the selves of 
showcases (total of forty). Morse argued that after consulting with Ernest Fenollosa, he 
understood that the influence of major schools of painting such as Kano, Rinpa, and 
Bunjinga (literati painting) was dominant on the decoration of ceramics while the 
“popular” style exemplified by Katsushika Hokusai (1760–1849) in ukiyo-e woodblock 
prints was rare to find.104 In other words, he attempted to distinguish between indigenous 
Japanese ceramic tradition and those export wares catering to the Western fad of 
Japonisme in his survey of Japanese ceramics. Because of its nature as a catalogue with 
substantial images, it seems that Morse’s catalogue was quite accessible to a Japanese 
audience even without translation in Japanese.105 Okuda recalled that Morse’s book was 
the only reference book for Hintōkai – the earliest ceramic study group, which Okuda 
briefly attended – and it was subsequently influential on the modern groups of ceramic 
study.106  
 
Old and New Japanese Ceramics in Modern Japan 
 
International expositions led Japan to participate in the world political and 
economic system and adapt to its sociocultural values and cultural conventions such as 																																																								
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fine arts (bijutsu) and museums (hakubutsukan).107 Japan’s participation also gave 
opportunities to learn about Western taste in Japanese art (Japonisme) and collect useful 
information about its international clientele. Especially after a failure of mass-produced 
and low-quality exports in the early 1880s, the Meiji government placed emphasis on 
quality-craft export industry. This had to do with sophistication of foreign tastes 
represented by Edward Morse and there were growing numbers of Western customers 
who preferred “indigenous” Japanese ceramics to shoddy export ware. This change of the 
Western demand for Japanese ceramics was felt firsthand by the Meiji potters such as 
Miyagawa Hanzan (1859–1940): 
 
“Until the early 1880s, we produced ceramics decorated with designs of flower 
and birds and human figures, in a style closely resembling the Satsuma ware 
beloved of foreigners, but the foreigners’ taste gradually became more 
sophisticated and they showed a tendency to become more interested in 
traditional delicate and refined Japanese taste.”108 
 
Shifting from low-quality export ware produced in the framework of Japonisme, 
Western collectors were introduced and attracted to a wide variety of Japanese ceramics 
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especially from chanoyu tradition in the Raku, Kenzan, and Ninsei style.109 Such 
growing foreigners’ zeal for collecting historical Japanese ceramics, on the other hand, 
became a serious national concern. These two phenomena were often described in 
Japanese respectively as “export” (yūshutsu) of new crafts and “leaking out” (ryūshutsu) 
of traditional art, which reflect the Japanese comprehension of its relation with the 
West.110  
The Japanese government encouraged quality-craft production using traditional 
designs, which became more popular and marketable in the West than the porcelains with 
over-the-top decorations imitating Chinese export ware types in the early Meiji period. 
Thus, it is no exaggeration to say that a keen interest in developing traditional “designs” 
(zuan) for contemporary ceramic production was spurred by the state’s initiative to 
promote artisanal products for export and make them more attractive to a Western 
audience.111 From 1875 to 1885, Onchi zuroku (an eighty-four-volume of design sketches 
gathering traditional patterns and motifs, Fig. 21) was compiled to prepare international 
and domestic exhibitions such as the 1876 Philadelphia Centennial International 
Exhibition, the 1877 National Exhibition, the 1878 Paris International Exhibition, and the 
1894 National Exhibition.112 The Exhibition Bureau (Hakurankai Jimukyoku) accepted 
various applications from craftsmen and commissioned artists to draw design sketches to 																																																								
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be included in Onchi zuroku albums. Not only does this process show the government’s 
preferred craft designs for export, but it also manifests the painting styles of hand-drawn 
illustrations by the most established artists of that time. For instance, we can trace works 
of Kano Masanobu (of the Kano school), who had been appointed as official painter in 
the late Tokugawa period and became a hired artist for the Museum Bureau.113 Along 
with the time of transition, Masanobu who had chiefly practiced the style of the Kano 
School became involved in creating the designs of craft products for export.114 
Masanobu’s career reflects the dramatic change of the regime and its policy in the 
construction of national art for the domestic and international consumer groups.   
As the name Onchi, derived from “Onko chishin” (learn new things from the old), 
indicates, the main purpose of this national project was to encourage new craft export 
production by selecting and documenting the repertoire of Japan’s old and “forgotten” 
ceramic tradition.115 Satō Dōshin described the project as a “time capsule”: its design 
sketches vividly illustrate the reality of inventing ceramic tradition under the direction of 
the Japanese government in the early Meiji period. The significance of Onchi zuroku 
albums in the state-led promotion of export trade lies in the fact that they were loaned out 
to interested companies or workshops. Thus, it is not hard to find multiple works based 
on the same design from Onchi zuroku catalogues such as Vase With Dragon and Wave 
Designs (Fig. 22, Circa 1878) and Incense Burner with Dragon Designs (Fig. 23): there 
are two other identical works. It is apparent that the designs of both works were derived 																																																								
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from the thirty–ninth volume of Onchi zuroku.116 Vase With Dragon and Wave Designs 
took a dragon and wave motif from the Onchi zuroku illustration and applied it to the 
surface including two circular frames. However, one can witness that the curved line of 
the overall shape and two loop handles were modified. Interestingly, while it abandoned 
the design of two handles from the Onchi zuroku album, another work called Incense 
Burner with Dragon Designs partially adopted and used it. When there were many trials 
and errors to improve product quality for export, the government distributed the Onchi 
zuroku albums as a reference and guidance for the manufacturers to “copy and paste” the 
designs. Based on Japan’s “traditional designs” that the Meiji state offered after market 
research from international exhibitions, there were multiple works produced at a different 
time for different types of clientele.    
 
The Sukisha in Modern Japan 
 
The Japan’s political, intellectual, and wealthy industrial leaders became a new 
patron group of chanoyu and led collecting practice from the early Meiji period. 
Kumakura divided sukisha of modern Japan, active from 1879 to 1955, into four 
generations.117 As the Meiji government formulated the shokusan kōgyō (promotion of 
industry and manufacturing) policies in its formative years, it brought about the 
emergence of zaibatsu (business conglomerates), which took a major role in achieving 																																																								
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the development of the capitalist economy in Japan. The first generation of modern 
sukisha who were born in the 1830s and 1840s include these pioneering zaibatsu 
collectors such as Fujita Densaburō (Fig. 24, founder of the Fujita trading group, 1841–
1912) and Yasuda Zenjirō (Fig. 25, founder of Yasuda zaibatsu, 1838–1921) as well as 
political figures such as Inoue Kaoru (Fig. 26, Meiji statesman, 1835–1915). After Japan 
went through a phase of transforming into a capitalist economy, it was during the Taishō 
period that Japan’s zaibatsu established a firm ground in society and new types of 
industrialist collectors emerged.118 Under influence of the earliest modern sukisha, the 
second and third generation took up more aggressive collecting and large-scale tea 
gatherings in the Taishō period.119 The major figures include Masuda Takashi (Fig. 27) 
who became a chief member of the Mitsui line, Nezu Kaichirō (Fig. 28, president of 
Tobu Railway, 1860–1940) and Takahashi Yoshio Takahashi Yoshio (Fig. 29, director of 
the Mitsui Bank and Mitsukoshi Department Store). The fourth generation of modern 
sukisha continued art collecting and remained active after World War II. Some of the 
modern sukisha such as Nezu Kaichirō, Hatakeyama Issei (Fig. 30, president of the Ebara 
corporation) and Matsunaga Yasuzaemon (president of the Toho electronic company, 
1875–1971) later founded private museums in their own names such as the Nezu 
Museum (Fig. 31, established in 1940), the Hatakeyama Memorial Museum (Fig. 32, 
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established in 1964) and the Matsunaga Memorial Hall (Fig. 33, 1959–79) to display and 
introduce their collection to the public.  
Modern sukisha amassed famous tea implement (meibutsu) once in the hands of 
former daimyo and noble families. Their enthusiasm for art collecting initiated keen 
interests in practicing chanoyu and they further identified themselves by the name 
sukisha (tea connoisseurs) derived from the Momoyama period rather than chajin (tea 
men). Kumakura Isao later called the group “modern” sukisha to distinguish from 
sukisha who first emerged in the Momoyama period. Since the Tokoguwa period (1603–
1868), a word chajin has been widely in use to refer to tea ceremony practitioners whose 
rigorous spiritual training and performance of tea rituals were traditionally regulated by 
the tea schools – dominated by Urasenke, Omotesenke, and Mushanokōji Senke.120 The 
concept of “suki” (meaning “liking” in Japanese) had evolved into the different nuances 
over a long span of Japanese history.121 Among various sensibilities of the word “suki,” 
the main concept in chanoyu implied the quality of attachment, which explains the 
discriminating eye of tea aficionados to appreciate tea utensils and their passion to collect 
fine ones. The cherished tea utensils once exclusively circulated among daimyo were 
handed down to modern sukisha –  “new daimyo.” This transfer of ownership of famous 
tea collections marked a turning point that shifted the meaning of chanoyu in modern 
Japan. Acutely aware of political implications of chanoyu from the feudal past, modern 
sukisha used it as a legitimate tool to display their cultivation and socialize among 																																																								
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political and business members or rivals.122 At the same time, they cleverly played out 
the artistic nationalism to justify their extravagant collecting as a patriotic duty to 
preserve national treasures in Japan. In turn, the positioning of chanoyu in both private 
and public realms characterized the process of consolidating its legacy in modern Japan.  
Modern sukisha claimed that their chanoyu was a hobby (shumi) rather than a 
profession (of chajin).123 The core of the tea rituals as “shumi” (hobby or amusement) lay 
in pursuits of private passion, enjoyment and indulgence. As gentlemanly art gained the 
upper hand, modern sukisha regarded their sumptuous collecting of prestigious art 
collections as a means to cultivate aesthetic sophistication. They retained an exclusive 
membership in tea rituals which privileged the particular form of masculine “Japanese-
ness” as Masuda described it by combining a character “o” meaning male with the word 
for the tea ceremony.124 From the outset, the practice of suki referred to an elegant 
pastime of noble men by separating it off from everyday life. Thus, Masuda’s choice of 
words was a calculated response to highlight the tea rituals in a male-dominant realm and 
cope with nationalization and popularization of chanoyu at the time. Here, it is also 
significant to mention that Japan’s chanoyu tradition was re-invented and articulated in 
the idiom of gender by modern sukisha. Takahashi Yoshio, one of the most influential 
modern sukisha, once remarked:  
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“Recently people have been saying idiotic things about tea, connecting it to the 
training of morality and cultivation of patriotism, and spreading the exaggerated 
claim that it is the ruling policy of the country. That is not what the tea ceremony 
is…I as a true Japanese gentleman (shinshi), follow my heart and enjoy tea as a 
matter of taste.”125  
 
Calling attention to the pre-Meiji practice of tea rituals, modern sukisha 
maintained the cliquish nature of their tea rituals and openly expressed their concerns 
about reestablishment of chanoyu in the national (popular) contexts. On the other hand, 
they also did not completely neglect carrying out public service as a leading elite of 
modern Japan. For Takahashi, this particular term “shinshi” not only referred to men of 
high society but also implied their responsibility to lead the nation.126 He himself 
endeavored to set an example by co-hosting a radio program on chanoyu in 1933 for one 
year and his lectures were designed to foster general understanding of tea rituals as 
leisure and enjoyment rather than to offer expertise or impose rigid disciplines.127 
Although this was one of rare incidents for modern sukisha to appear on mass media, 
they were interested and engaged with the public activities overall. Kumakura argued 
that public and private activities combined together made modern sukisha’s chanoyu 
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different from other precedents.128  
At this time, the modern sukisha group was not alone in inscribing masculinity on 
the practice of tea rituals. Okakura Tenshin had successfully converted the image of tea 
drinking from the feminine Anglo-American social ritual of afternoon tea to the 
masculine tea aesthetic of the Japanese samurai warriors in his Book of Tea (1906).129 
Apparently, Okakara’s strategy for making chanoyu appeal to his Western audience was 
two-fold. First, he introduced chanoyu in a way that resonated with the cultural interests 
of the American elites (especially in Boston) by drawing parallels between Japan’s tea 
ceremony and British afternoon tea. However, as this rhetoric of chanoyu entered into the 
Anglo-American cultural context, it no longer carried the feminine connotation of social 
tea drinking as it had in England. Okakura conjured up a unique form of elite male 
(warrior) culture to represent chanoyu, by narrating the martyrdom of Sen no Rikyū, who 
Okakura considered the greatest tea master in Japan’s history, as both climax and ending 
of the book: 
 
“Rikyū then removes his tea-gown and carefully folds it upon the mat, thereby 
disclosing the immaculate white death robe which it had hitherto concealed. 
Tenderly he gazes on the shining blade of the fatal dagger, and in exquisite verse 
thus addresses it: 
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“Welcome to thee, 
O sword of eternity! 
Through Buddha 
And through Daruma alike 
Thou hast cleft thy way” 
With a smile upon his face, Rikyū passed forth into the unknown.”130 
 
To be sure, the gender assignment of chanoyu had been oscillating in the course 
of Japan’s modernization. In contrast to modern sukisha’s exclusive and extravagant 
chanoyu rituals, everyday tea practice was introduced to the public with curriculum 
mainly for girls’ education. A modern education system, adopted as early as the 1890s, 
had successfully partaken in the process of nationalizing Japan and its subjects in the 
imaginary frame of the family-state (kazoku kokka).131 In efforts to nationalize the 
masses, the tea ceremony as Japan’s long-standing tradition was taught at schools to 
preserve a Japanese essence under the threats of Westernization. Through its 
incorporation into curricula and textbooks for schooling boys and girls, the tea ceremony 
was inculcated to the public as an everyday practice expressive of Japanese-ness.132 The 
tea schools actively reacted to this modern revival of chanoyu and offered tea lessons in 
efforts to reach out to a wider audience. Significantly, the tea lessons became part of the 
repertoire required for forming upper–class women into “good wives and wise mothers” 																																																								
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(ryōsai kenbo) – new domestic feminine ideals sanctioned by the Meiji government. As a 
result, female tea practitioners outnumbered the male ones by the 1910s and this socially 
constructed feminine tea practice has continued to grow in the Japanese society since 
then.133 
The discourses of gendered chanoyu in modern Japan were indicative of the 
modern ethos to sustain the myth of tradition (“feminine” Eastern art) and conceal the 
excessive Westernization (“masculine” civilization) of the current state in Japan. 
Understanding the gender symbolism in chanoyu is contingent on the contexts of its 
production in modern Japan. Modern sukisha who made their fortune through rapid 
investment of infrastructure development and industrial activities inscribed the masculine 
quality on chanoyu to emphasize their performance of “civilization” as a keeper of the 
Japanese tradition. Moreover, attuned to the prevalent nationalistic rhetoric of this time, 
they were also prompted by patriotism to give a new meaning to their collecting – 
protecting the “national treasure” in danger of foreign looting and smuggling.134 Serving 
as the source of  “preserve the national essence” (kokusui hozon), celebrated tea vessels 
in chanoyu gained recognition as Japan’s National Treasures worthy of preservation and 
protection. The national and economic interests as well as contemporaneous ideological 
constructs of fine art canons and aesthetics raised from the West set the tone to define 
historical chanoyu tea vessels as “fine arts” in modern Japan.  
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Kokka (Flowers of the Nation) and Modern Sukisha 
 
Okakura Tenshin and Takahashi Kenzō (government official and journalist, 
1855–1898) founded Japan’s first art history journal, Kokka in October 1889 under the 
auspices of the Asahi Newspaper.135 The name Kokka meaning “flowers of the nation” 
clearly puts forward its purpose: the journal provided a forum for reorganizing fine arts 
in a state system of national art. Inevitably, the launch of this journal in 1889, which 
coincided with the creation of the Imperial Museums, signaled the age of cultural 
nationalism.136 In the beginning years, it is thought that Kokka had a close relationship 
with the Interim Bureau’s survey of National Treasures in which Okakura was invited to 
participate in 1897. This was a second nationwide investigation of cultural relics in 
temples, shrines, and private collections headed by Kuki Ryūichi who had served as 
Director of the Tokyo Imperial Museum since 1888.137 The government-led survey was 
conducted as part of the official establishment of National Treasures by classifying, 
collecting, and preserving Japan’s traditional art. As a result, it appears that a large 
number of cultural assets in temples and shrines were complied, studied, and featured in 
Kokka especially in the 1890s. It also contained some artifacts from private collections. 
However, it was often the case that there was no mention of individual collectors, as they 
preferred to remain anonymous.138  																																																								
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After Taki Seiichi became a chief editor of Kokka in the 1900s, there was 
increasingly more coverage of art works in the possession of old daimyo, noble 
households, and industrial leaders.139 This was featured especially in a new section titled 
“miscellaneous records” (zatsuroku).140 These miscellaneous records offered not only 
information but commentaries or evaluation about the artistic quality of each private art 
collection introduced in Kokka. This section was intended to fulfill one of Kokka’s main 
objectives: to open private collections to the public and make their contents accessible 
through the journal. It should be noted that in various channels such as exhibits, 
publications (including Kokka), and auctions, treasured art collections – once hidden 
from the public – were brought to light due to the particularities of the Taishō period. 
The Japanese economy was thriving due to huge profits drawn from export trade 
especially during the years of World War I (1914–18). This era of economic prosperity 
was a catalyst for wealthy patrons – a group of industrialist collectors – to participate 
fervently in collecting prestigious collections offered for sale. Although there was 
financial pressure for former daimyo households to part with their heirlooms in the early 
Meiji period, it was not until the late 1910s that many of them took advantage of the 
booming art market and their treasures appeared at auction.141 The 1916 auction of Count 
Date’s collection opened doors for the booming art market and its sale had a huge impact 
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on other daimyo families’ disposal of their treasured arts.142 In the meantime, the Taishō 
period saw the booming art market partially due to overflows of newly unearthed and 
discovered Chinese ceramics. As a result, they shaped a new taste in art collecting. 
Unlike Chinese origin tea bowls of the great feudal collections highly prized and 
aestheticized as kara–mono (Chinese things) in chanoyu circles, the majority of them 
represents the new types excavated from the burial sites of the Han (206 B.C.E. – 220 
C.E.), Three Kingdoms (220 – 280 C.E.), the Sui (581 – 618 C.E.), and the Tang (618 – 
907 C.E.) dynasties, and the habitant sites of the Song dynasty (960 – 1279 C.E.).143 It is 
no wonder that the archaeological findings of Tang Sancai and Song Cizhou ware (Fig. 
34) in the 1920s became the center of attention among art collectors, dealers, and 
scholars. On the other hand, the Japanese tea taste in Korean ceramics (kōrai–mono) 
shaped the direction of the colonial administration-led archaeological surveys on the 
kilns sites when the Japanese government lavished attention on and resources of 
Korea.144 These new discoveries also provided a platform for an upsurge of interest in 
studying the origin of Korean heirlooms such as Mishima and Goryeo inlaid celadon 
types belonged to former daimyo collections (Fig. 35). 
The worldwide slump following the First World War soon overtook over Japan 																																																								
142 Kuze Kanako, 75. Through their patronage of and keen interest in arts especially for 
chanoyu, the Date – former lords of Sendai in the Tohōku region – amassed a vast 
collection of renowned objects.  143	Kawashima Tadashi, “Waga kuni ni okeru chūgoku kanshō tōji no juyō to sono 
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and the troubling economic climate was kindled by the incident popularly known as the 
failure of the Fifteenth Bank in 1927. The bank mainly loaned to the Kawasaki Shipping 
Company and when the borrowing company failed to meet its loan obligation, the bank 
was profoundly damaged and finally collapsed. As a result of these bankruptcies, the 
chief figures in the incident such as the Kawasaki family (founders of Kawasaki 
Shipping), Matsukata Iwao (president of the Fifteenth Bank, 1862–1942), and his brother, 
Matsukata Kōjirō (president of Kawasaki Shipping, 1865–1950) had to sell many of their 
treasured artifacts at auction and in turn, they were passed on to other industrialist 
collectors.145 Concurrently, there was growing public criticism of extravagant life-style 
and self-serving indulgence in collecting and hunting art treasures – a trend popular 
among the upper-class elites and industrialists. This sense of discontent toward wealthy 
industrialists surfaced in Japanese society at large when Yasuda Zenjirō, one of the 
earliest modern sukisha, was assassinated by a young man over a dispute about a 
Buddhist charity in 1921.146 In response, some leading modern sukisha such as Takahashi 
Yoshio took action to give new meanings to their collecting practice by emphasizing 
their patriotic duty of “preserving the national essence” under threats of foreign looting 
and smuggling and their performance of “civilization.”  
Taki Seiichi, as chief editor of Kokka, took a key role in introducing artifacts in 
the possession of private owners and making them accessible to the public.147 The 
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individual collectors during this time considered their collection to be commodities with 
commercial value, therefore their interest in the artifacts’ origin or history was far from 
academic and systematic.148 As the associations of art dealers (Bijutsu Kurabu) in Tokyo, 
Osaka, and Kyoto accelerated the modernization of antique shops, auctions became the 
most popular venue of profiting from the booming art market.149 However, wealthy 
collectors’ speculative investment in works of art was under harsh criticism and it 
spurred them to make their collections available for public education. It appears that 
Kokka as a leading art history journal of this time became an open form to record private 
collections, assess artistic and historical value, and circulate that knowledge to a broader 
audience. Here, the researchers and art professionals who contributed to Kokka attempted 
to distinguish themselves from antiquarian and commercial interests and to carry out 
their research on a scholarly foundation. In an article titled “Kobijutsu no kanshō to shin 
bijutsu no sōsaku to” (Appreciation of historical art and creation of new art) featured in 
Kokka in 1902, Taki noted: 
 
“Kokka had offered valuable materials for appreciation (kanshō no zairyo), but it 
might had deluded and confused many creators of our time, thus we as researchers 
(kenkyūsha) should reconsider our role and take a responsibility to improve the 
field of academic studies in art history.”150 																																																																																																																																																																				
editor-in-chief of Kokka, Taki became the most influential figure in the field of art 
history. See Inaga Shigemi, 48.  
148 Kuze Kanako, 60.  
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Takahashi Yoshio’s Taishō meiki kan 
 
An eminent modern sukisha, Takahashi Yoshio retired from work at the age of 
fifty–one (1916) in order to devote most of his time to chanoyu, and he wrote extensively 
about tea gatherings and tea vessels in Totō chakaiki (Tokyo tea gatherings, 1914–20) 
and Shōwa chakaiki (Tea gatherings of the Shōwa period, 1927–28).151 In the 1920s, 
Takahashi published a nine-volume photographic catalogue of famous tea utensils, titled 
Taishō meiki kan (Fig. 36) that become pivotal in the development of ceramic studies in 
modern Japan. Each volume, divided by different types of ceramic vessels, inscribes a 
hierarchical ranking of famous tea utensils (meibutsu), and carefully treats the pedigree 
(yuisho) of each tea vessel based on inscriptions in the container box as major certificate 
of identification. Both “famous tea utensils” and “pedigree” had been essential concepts 
as a source of respect and admiration in chanoyu collecting and connoisseurship. The 
esteemed status of famous tea implements was enacted on the ground of ownership and 
appraisals recorded in catalogues of renowned tea wares (meibutsuki), inscriptions 
(hakogaki), and seals of previous owners. Apparently, Takahashi modeled his Taishō 
meiki kan after the Kokon meibutsu ruijiyū by largely borrowing its hierarchical scale 
based on the lineage of ownership. Takahashi had publicly expressed his respect for 
Matsudaira Fumai, the eighteen-century dominal lord most active in chanoyu and the 
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author of the Kokon meibutsu ruijiyū.152 Among the most noteworthy collections of tea 
utensils, Takahashi first undertook research with the Matsudaira collection in 1918 in 
preparation for the Taishō meiki kan. He also used Matsudaira Fumai’s Kokon meibutsu 
ruijiyū as a main source of reference in tracing the history of each meibutsu featured in 
the books.153  
The Taishō meiki kan is a nine-volume catalogue: five volumes were devoted to 
tea caddies and four volumes to tea bowls. As Oka Yoshiko notes, it is worth noting that 
Takahashi dealt with only two types of tea utensils, tea caddies (chaire) and bowls 
(chawan).154 Moreover, it was exceptional that he treated them almost in almost equal 
numbers (436 tea caddies and 439 tea bowls).155 In contrast, the Kokon meibutsu ruijiyū 
of 1787 covers 247 tea caddies and 180 tea bowls and it clearly exhibits the 
contemporaneous collectors’ preference for tea caddies. Among all types of tea vessels in 
the history of chanoyu, the importance of a tiny tea caddy cannot be overemphasized as a 
symbol of one’s identity and succession.156 Thus, one can argue that the content of the 
Taishō meiki kan represented newly growing demands for collecting tea bowls. Yet, we 
have no concrete answer to explain why Takahashi in the Taishō meiki kan dealt only 
with the two vessel types – tea caddies and bowls. In the first volume of the Taishō meiki 
kan, Takahashi began his acknowledgements with the following words: “…..as the first 
project, I will take tea caddies and bowls, exemplars of chanoyu vessels, before anything 																																																								
152 Yokoyama Azusa, 109. 
153 Ibid., 112.  
154 Oka Yoshiko, “Wamono chawan to kindai no chanoyu,” 94. 
155 Ibid., 94.  
156 Christine Guth, Art, Tea, and Industry: Masuda Takashi and the Mitsui Circle, 51. 
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else and devote all my energies to these two types…”157  
This suggests that Takahashi had planned to take up other types of tea vessels 
after completing the first project on tea caddies and bowls, but it did not happen in the 
end due to lack of time and loss of research documents in the aftermath of the 1923 Great 
Earthquake.158  Also, it is significant to note that Takahashi described both tea caddies 
and bowls as “exemplars of chanoyu vessels” (chaki no gihyō) with equal importance. 
While tea caddies enjoyed long-standing appreciation in chanoyu, the elevated status of 
tea bowls as an exemplar of chanoyu vessels at this time indicates a new collecting trend 
especially among the circle of modern sukisha.  
In his autobiography (1933), Takahashi argued that one could improve the Kokon 
meibutsu ruijiyū by providing firsthand, empirical knowledge after viewing the tea 
utensils in person and adding photographs of them to his commentaries.159 In other words, 
Takahashi found two shortcomings in historical records of meibutsu (especially in the 
Kokon meibutsu ruijiyū) and he aimed to upgrade these in his own Taishō meiki kan. In 
the Kokon meibutsu ruijiyū, Fumai distinguished 1000 tea utensils into two groups by 
marking those works that he actually saw and leaving space for those that he had not seen 
but read or heard about. When Fumai wrote the Kokon meibutsu ruijiyū in 1787, famous 
tea wares (ōmeibutsu) from the collections of the fifteenth and sixteenth–century great 
warriors were rarely found in the art market. Thus, the Kokon meibutsu ruijiyū was a 
record of famous tea wares on one hand and Fumai’s “wish list” for viewing on the other 																																																								
157 Yokoyama Azusa, 113. 
158 Ibid., 113.  
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hand. In the Taishō meiki kan, Takahashi divided contents into six sections in this order 
(Fig. 37): 1) Name/Title (meishou) 2) Scale (sunpō) 3) Accessories (fuzokuhin) 4) 
Miscellaneous (zatki) 5) Origin (denrai) 6) Viewing commentaries (jikkenki). 
Takahashi’s unique achievement can be found in the section jikkenki made after 
Takahashi had viewed and evaluated all of the more than 900 tea caddies and bowls 
included in the Taishō meiki kan.160 Takahashi can be credited with attempting to 
complement Fumai’s wish list and modernized the historical chanoyu appraisals with an 
overwhelming emphasis on the role of the present viewers and the process of 
appreciation.   
How was it possible for Takahashi to view and inspect more than 900 tea vessels 
from the most treasured collections? In the past, meibutsu – the most precious tea wares 
in the history of Japanese tea culture – were concealed from the eyes of the public. 
According to a formally established tradition in chanoyu, renowned tea bowls were to be 
kept wrapped in an appropriately codified manner to protect them (except on the 
occasions of their use or display at the tea ceremony).161 In fact, the layers of wrapping 
(from a pouch or paper to a wooden box, again robed in a knotted wrapping cloth) add 
more personal meaning and historical narratives to understand the history of a cherished 
tea bowl. The unwrapping of each tea bowl itself was a ritual in chanoyu to evaluate and 
study the pedigree (yuisho) inscribed in the layers of wrapping. As Takahashi was 
himself a modern sukisha, he had the right connections with other industrial collectors, 																																																								
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noble families and art dealers to gain access to celebrated tea utensils and study them in 
person. Not only his fellow modern sukisha but former daimyo families such as Fumai, 
Tokugawa, Shimazu, Maeda, Hosogawa, and Mōri were supportive of Takahashi’s 
project to compile a record of famous tea implements by openly sharing their 
collections.162 When the sixth volume of the Taishō meiki kan was near completion, the 
Great Kantō Earthquake in 1923 swept the country and Takahashi’s drafts and 
photographs were lost in fire.163 It took him two years to resume his work and publish the 
next volume of the Taishō meiki kan. After the earthquake, it was reported that some of 
the damaged meibutsu were repaired with the help of photographs that Takahashi took 
for the Taishō meiki kan. As a result, the Great Kantō earthquake became an incident 
through which Takahashi and other collectors realized the importance of recording 
meibutsu and transmitting that knowledge to the next generation.  
Another major contribution of the Taishō meiki kan was that, with the advent of 
photography and its technology, it brought these tea vessels within reach of a wider 
population. It presents multiple photographs of each work featured in the books (Fig. 38), 
showing not only the front, top view, and bottom of each tea caddy and bowl but 
inscriptions on the container box. This is an important clue to suggest Takahashi’s 
inclination for the chanoyu ideals with emphasis on the history of tea vessels – pedigree 
(yuisho). In the section titled miscellaneous notes (zatki), Takahashi mentions the list of 
historical documents and traces the history of tea bowls and caddies used in tea rituals 
and collected by certain tea practitioners. This approach also shows Takahashi’s keen 																																																								
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interest in recording the history of each object’s previous owners and use in tea rituals, 
which produce significant values as meibutsu. On the other hand, Takahashi’s 
overwhelming concern with viewing ceramics was intended to modernize the 
canonization of meibutsu firmly established in the Tokugawa period. In the Taishō meiki 
kan, Takahashi stressed utilitarian and tactile qualities by narrating the depth, volume, 
and shape of each tea vessels as if one can visualize how the author is actually touching 
and using them. His description mainly dealt with the parts of tea bowls such as its rim, 
body, bottom, and foot where one is supposed to touch for drinking. Takahashi aimed to 
confirm the idea that an act of appreciating ceramics could be most effective with the 
collaboration of sight and touch.164 Both optical and tactile qualities of meibutsu are 
modern virtues to make kanshō ceramics (ceramics for appreciation): these two chief 
criteria of famous tea wares were sharply different from the sixteenth century ideals of 
meibutsu that Yamanoue no Sōji saw in tea wares’ shape, size, and condition or 
atmosphere. In sum, Takahashi’s Taishō meiki kan manifests the shifting status of 
meibutsu in modern Japan: while it reconfirms the hierarchy of meibutsu, it also fully 
incorporated a modern or Western ideal of empiricism and proved that the old 
designation of meibutsu was no longer the absolute ground for judging aesthetic value of 
tea vessels in this period of transition.  
Takahashi’s Taishō meiki kan was virtually materialized in the exhibition, Taishō 
meiki kan kokuseikai in 1923 held at the Imperial Hotel (Fig. 39), where many tea bowls 
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and caddies featured in the books were brought together and displayed.165 Apparently, 
the purpose of this exhibit was to offer his audience (collectors or artists/potters) an 
exceptional opportunity to view and appreciate some of the most celebrated tea wares in 
Japanese history. He also published a popular (considerably cheaper) version of the 
Taishō meiki kan for a wide circulation ten years after its completion. The first edition of 
the Taishō meiki kan was a costly work available only in small quantities: some copies 
were sent to the Mitsui family as well as to major museums both in Japan and abroad.166 
Takahashi explained that the first edition (Fig. 40) aimed to present treasured works of 
art in the best possible quality.167 However, as Takahashi’s goal in publication of the 
Taishō meiki kan was ultimately to distribute information to a wider audience (not only 
privileged collectors but the general public and aspiring creators/potters), it was 
inevitable for him to sacrifice the quality and lower the price. The contribution of 
Takahashi’s Taishō meiki kan lays in the past, present, and future: first, it attempted to 
record historically renowned tea wares and advance the canonized aesthetics after 
viewing them: second, it was intended to transmit that knowledge to the next generation: 
third, it would serve as a model for contemporary artists and craftsmen.  
 
In conclusion, Japan’s growing interests in its ceramic tradition attest to an 
expanding foreign market for export wares, which led the government’s deliberate efforts 
to gain worldwide recognition of its ceramic as “art.” Beginning in the Meiji period, the 																																																								
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official survey in the name of registering and safeguarding historical ceramics was 
conducted to advance new industrial ceramic production and produce more marketable 
artisanal products.168 The government–produced “history of Japanese ceramics” in the 
initial phase of the Meiji period was further developed by individual collectors – modern 
sukisha – who played an increasingly influential role in shaping and forming taste in 
Japanese art. Especially in the Taishō era, the hobbyist amusement of collecting, 
studying and appreciating ceramics was a popular trend endorsed and promoted by 
modern sukisha, whose duty it became to identify, define, and preserve Japan’s national 
ceramics. The stress on artistic qualities, national identity, and empiricism in evaluating 
ceramics at this time was indicative of the transformations from an ordered viewing 
framework of meibutsu to the conceptualization of kanshō ceramics on the basis of the 
Western fine art norms.   	
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CHAPTER 3 
 
 
The Saikokai (Colored Jar Society) 
 
 
 
 
As ceramic hobby became part of the intellectual and artistic current in the early 
twentieth century, its meaning in society continued to take shape. In the first phase of its 
development, the leading figures who endorsed the idea of ceramic hobby made efforts to 
develop the idea of appreciating and studying ceramics in a modern sense. As a result, 
ceramic hobby offered a theory about ceramic appreciation and a set of aesthetic ideals. 
Both Okuda Seiichi and Ōkōchi Masatoshi, the most influential voices of the Saikokai, 
heralded a new consciousness for ceramics and theorized their ceramic studies from a 
perspective of hobby or appreciation.169 Among the broad interests of the group, the main 
objective was to cultivate themselves and popularize ceramic hobby by making it 
accessible to an expanded participant. What was sought, then, was to formulate the 
standards of a universal beauty found in ceramics on equal terms with painting and 
sculpture. In this process, Okuda and Ōkōchi acknowledged the fundamental gap 
between ceramic, painting, and sculpture as media and endeavored to give aesthetic value 
and meaning to ceramics’ utilitarian aspect. As a result, they were able to successfully 
locate ceramic hobby above that of painting and sculpture.    
Here, I intend to conduct two inquiries simultaneously. On the one hand, I will 
take a close reading of the publication of the Saikokai’s lectures, which turned out to be 																																																								
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the most significant products theorizing ceramic hobby and appreciation in the Taishō 
period. On the other hand, I will demonstrate the connection between ceramic hobby and 
appreciation, and how these two concepts merged and helped formulate the Saikokai’s 
artistic research of Japanese ceramics. In other words, the Saikokai’s choice of certain 
types and styles of ceramics entailed the modern creations of ceramic hobby and 
appreciation. While acknowledging the importance of historical value and antiquarian 
interest, the Saikokai particularly paid attention to artistic qualities of ceramics created 
by individual artist-potters. In this chapter, I will probe the defining features of the 
Saikokai and examine how its discussion of ceramic appreciation explored possibilities 
to overcome the dichotomies of old chanoyu appraisals versus new, modern aesthetic 
appreciation, fine arts versus crafts, and East versus West.  
 
The Saikokai (Colored Jar Society) 
 
As Koyama Fujio noted, Ōkōchi’s collaboration with Okuda played a significant 
role in the building of the Saikokai in 1914.170 Ōkōchi was a professor in the college of 
science and engineering at Tokyo Imperial University who later became a director of the 
Institute of Physics and Chemistry Research (Rikagaku Kenkyūjo). Through his 
education in Germany and Austria from 1908 to 1911, Ōkōchi was well versed not only 
in Western science but also in literature and philosophy. As an avid art collector and 
modern sukisha, Ōkōchi was enthusiastic about collecting and studying ceramics 																																																								
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including ones that he owned. Once he wanted to learn about his recent purchase made 
by a potter of the Meiji period, Kataoka Nikō, and entrusted investigation to Okuda who 
then worked as an assistant of the Art History Department at Tokyo Imperial 
University.171 Soon, they developed a special bond through exchanging ideas about 
vectors of future ceramic research in Japan and together envisioned forming a private 
group of ceramic study. This vision was realized with the establishment of Tōjiki 
kenkyūkai (Ceramic Studies Society) in 1914. The group set its goal to study historical 
ceramics from a scientific (kagaku teki) and academic (gakujūtsu teki) perspective and it 
gradually gained popularity and expanded to a core of around seventy members by 
1923.172 Prior to Tōjiki kenkyūkai, there were already several groups of ceramic studies 
such as Hintōkai, Chōsōkai, Tōwakai, and Jūshichinichikai. Among them, the earliest 
ceramic study group called Hintōkai (1906–1944) made considerable contributions to the 
field through its outcome of extensive research meetings – taking place more than 340 
times.173 Okuda joined Hintōkai in 1912 but he soon left the group.174 Okuda later 
explained why he did not stay in the group: “most of its [Hintōkai] members were seniors, 
so I did not quite fit in. When listening closely, I found it full of empty words and 
arguments…”175 This note offers a glimpse of the atmosphere of existing ceramic study 
groups at the time. Fed up with this, Okuda eventually envisioned and organized a new 																																																								
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type of ceramic study group with emphasis on “scientific,” academic, logical approaches 
to ceramic history. 
Meanwhile, the internal discord came to the surface among members of Tōjiki 
kenkyūkai and some flocked together to form a new group in 1916.176 This collective 
was known as the Saikokai and its members included most of Tōjiki kenkyūkai such as 
Okuda and Ōkōchi. The name, “Saikokai” (Fig. 41) is composed of three Chinese 
characters, 彩(sai), 壺(kō), and 会(kai), which combine to mean “Colored Jar 
Society.”177 Inspired by the discovery of enamel–decorated Kakiemon and Iro 
Nabeshima vessels (Fig. 42), Hatakeyama Issei and Nishiwaki Saizaburō proposed ideas 
about the Saikokai. Starting from these two, five others – Ōkōchi, Tanabe Junkichi 
(architect, 1868–1926), Satō Koichi (professor of architecture at Waseda University), 
Nakajun Seiichirō, and Takemura Kango – were invited to join and the Saikokai was 
finally formed with these seven major members. 
It is known that a name of the group was originated from a Kakiemon jar that 
Satō Koichi bought. This particular attention to decorative ceramics prompted the group 
to deal mainly with non-tea vessels, thereby set it apart at its inception from the taste of 																																																								
176 According to Kida Takuya, there is no consensus on the Saikokai’s founding year, 
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other contemporaneous sukisha as can be witnessed in Takahashi Yoshio’s Taishō meiki 
kan. Takeuchi Junichi unmistakably noted that it was a decisive choice to grapple with 
topics such as Kakiemon and Iro Nabeshima – the porcelain with delicate and refined 
decorations – on the first Saikokai lecture publication.178 Ōkōchi, who became a 
president of the Saikokai,179 stated its definition in the preface to his 1916 Kakiemon to 
Iro Nabeshima (Fig. 43):   
 
“What is the Saikokai?...Among those who are from the college of liberal arts at 
Tokyo Imperial University and also participate in Tōjiki kenkyūkai (Ceramic 
Studies Society), the ones devoted to appreciation and collecting gathered and 
formed the group in order to make a contribution and ameliorate society…the first 
task set to work is scientific appreciation of ceramics hitherto unknown in 
Japan…”180 
 
Through the long span of its life (1916–53), the Saikokai was most active in the 
Taishō period. As Takeuchi Junichi notes, Ōkōchi’s pen name in the Saikokai was 
Taishōsei (meaning “born in the Taishō era”), and it is indicative of his cultural 
identification with the current era, departing from the earlier Meiji antiquarianism.181 At 																																																								
178 Takeuchi Junichi, “Nihon tōji kenkyūshi josetsu (16): Saikokai no yakuwari (sono 
hitotsu)” (Introduction of History of Japanese Ceramic Studies 16: the Saikokai’s Role) 
Tōsetsu 592 (2002): 73–74. 
179 Kurahachi Tōjirō, “Yakimono shumike no konjaku,” 36. 
180 Taishōsei (Ōkōchi Masatoshi), Kakiemon to Iro Nabeshima (Tokyo: Gendai no 
Kangukusha, 1916) 
181 Takeuchi Junichi, “Nihon tōji kenkyūshi josetsu (16): Saikokai no yakuwari (sono 
hitotsu),” 72. 
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the same time, Ōkōchi’s leadership of the Saikokai lies in the Taishō era because his role 
gradually diminished after taking up the position of director at the Riken Institute in 
1921.182 Certainly, there was an established tradition in Japan of organizing groups and 
meetings of individuals who shared common interests, prior to the Saikokai’s founding in 
1916. It can be said that the antiquarian activities of the Japanese elites pioneered by 
Ninagawa Noritane in the early Meiji period set a precedent for the Saikokai. However, 
there was a fundamental gap between the early Meiji antiquarianism and the later 
establishment of modern (Western-style) disciplines such as archaeology, art history, and 
history. The Saikokai can be placed between hobbyist and professional realms in terms of 
its approach to study historical ceramics. As an early Meiji antiquarian, Ninagawa 
Noritane was certainly exposed to the Western system of scientific knowledge (through 
his relation with Morse) and open to accept the new currents. However, his antiquarian 
perspective was fundamentally rooted in meibutsugaku (the science of name and thing), a 
traditional method of collecting and studying eclectic things originated from China.183 In 
contrast, as Ōkōchi lucidly described in the preface, members of the Saikokai were 
largely derived from a new breed of the upper-class elites graduated from Tokyo 
Imperial University including himself whose academic training was based on modern or 
Western disciplines.184 However, by focusing on the discussion of pleasure in collecting 
and appreciating, the Saikokai’s activities still remained at the dilettante level.  																																																								
182 Fushutsusho Kōnan, “Saikokai konjaku monogatari,”12. 
183 Suzuki Hiroyuki, “Ninagawa Noritane and Antiquarians in the Early Meiji Period,” 
405. 
184 It has been pointed that there were many especially from the department of 
engineering and architecture due to Ōkōchi’s influence. Fushutsusho Kōnan, “Saikokai 
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As the Saikokai gradually gained great prominence, its membership exceeded 
ninety.185 It is interesting to mention that Okuda later described the Saikokai as a social 
(shakō teki) group.186 This is likely derived from the fact that the Saikokai consisted not 
only of academics but also businessmen, collectors, tea practitioners, and bureaucrats. 
Okuda also added that it was mostly the bourgeois members (using its transliteration, 
“burujoa” in katagana) of Tōjiki kenkyūkai who essentially made the Saikokai.187 The 
records show that some academic figures from Tōjiki kenkyūkai such as Sekino Tadashi 
(architect and professor at Tokyo Imperial University, 1868–1935) and Tsukamoto 
Yasushi (architect and professor at Tokyo Imperial University, 1869–1937) did not join 
the Saikokai and there were more art collectors and businessmen in the group. Certainly, 
it was the time when the ceramic collecting fad, ignited by recent archaeological 
discoveries in and out of Japan, was on the rise and availability of new findings opened 
up a lucrative market for newly emerging collector groups such as modern sukisha.188 
For instance, Nezu Kaichirō took advantage of the booming art market to make a huge 
profit by buying precious items at auction and reselling with a high margin.189 It was 
reported that he collected more than four thousand artifacts by 1916, which later became 
a part of the art collection at his own museum.  
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To be sure, it is no exaggeration to say that the Saikokai’s activity was fueled by 
an increasing number of collectors and their demand for cultural sophistication. 
Especially after 1923, the prominence of its “social” character attracted more art 
collectors and businessmen. Later, it was reported that even those who had no mutual 
interest in historical ceramics joined the Saikokai, simply because they wanted to have a 
membership and enter a circle of high society.190 The Saikokai was led principally by a 
handful of well-established cultural figures in a variety of fields such as engineering, 
philosophy, architecture, and aesthetics. The key figures include Ōkōchi, Okuda, 
Imaizumi Yūsaku, Shioda Rikizō, Kurachi Nobuo, Nakao Manzō, Yokogawa Tamisuke, 
Hara Bunjirō, and Ueda Kyōsuke. They continued to be actively involved with ceramic 
research and became high-profile and influential in the field of ceramic history: Okuda, 
Nakao Manzō and Hara Bunjirō later became founding members of the Institute of 
Oriental Ceramics in 1924 and Yokogawa was one of the main sponsors who financed its 
establishment.191  
Imaizumi Yūsaku, a museum professional who worked as director of the Art 
Department of the Imperial Museum from 1900 to 1915, was particularly devoted to 
research of chanoyu vessels for a long period of his career.192 Inevitably, his interest of 
research is reflected in his Saikokai lectures such as Koraiyō chaki (Tea vessels from the 
Korai kiln, 1920) and Chaire no hanashi (Talk on Tea Caddies, 1920). Shioda Rikizō, 
who taught ceramic history at Tokyo University of the Arts, is credited for paving the 																																																								
190 Kida Takuya, 26.  
191 Ibid., 27.  
192 Ibid., 17.  
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way for ceramic studies under the spell of Okakura Tenshin. Early in his career, Shioda 
carried out surveys of kiln sites from 1896 to 1897 as part of the Fine Arts Commission’s 
research mission led by Okakura, Ernest Fenollosa, and Kuki Ryūichi. From that point, 
he began collecting shards or materials used in making pottery and his ceramic research 
continued to develop on the basis of an analysis of empirical data gathered from 
fieldwork.193  Yokogawa Tamisuke, an architect and modern sukisha, was one of the first 
private collectors of so-called “Oriental ceramics” and amassed over 2,000 items, which 
he donated to the Tokyo Imperial Museum in the 1930s (Fig. 44). Not only did he collect, 
but he made considerable efforts to cultivate himself and research Asian ceramics at a 
scholarly level. These major figures of the Saikokai gave lectures and planned 
exhibitions for other members. The rest attended lectures and sometimes offered their 
ceramic collection for the Saikokai’s meeting or exhibitions. In this regard, the Sakokai’s 
activities can be summed up as educational rather than academic. From the 1910s when 
the booming art market created the need for more specialized knowledge in ceramic 
history, the Saikokai group invited ceramic specialists to teach its members and trained 
them to be professional.    
The Saikokai was committed to the “scientific” appreciation of ceramics by 
holding regular lectures, conducting fieldwork at various kiln sites and planning 
exhibitions of its members’ collection and contemporaneous potters. Most importantly, 
the legacy of the Saikokia and its contribution to the field of ceramic history can be 
found in their publication called Saikokai Kōenruku (Fig. 45, The Records of the 																																																								
193 Ibid., 18.  
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Saikokai Lectures).194 Before specialized ceramic periodicals such as Tōji, Hoshigaoka, 
Chawan, and Yakimono shumi (founded in 1935) began to emerge, Saikokai Kōenruku 
was the only important reference for art collectors.195 It is not known to what extent 
Saikokai Kōenruku was distributed outside of its circle. Nonetheless, its impact on art 
collecting would have been substantial, because the Saikokai had a considerable number 
of modern sukisha collectors.196 However, it should be noted that modern sukisha, who 
joined the Saikokai, were not all tycoon industrialist collectors like Masuda Takashi, 
Takahashi Yoshio, or Nezu Kaichirō. From the outset, their major interest in ceramic 
collecting (such as Kakiemon and Iro Nabeshima) was quite different from that of major 
modern sukisha.197 
 
The Goal of the Saikokai 
 
In the preface of the Saikokai’s first publication Kakiemon to Iro Nabeshima 
(1916), Ōkōchi wrote that the first goal of the Saikokai is “scientific appreciation of 
ceramics hitherto unknown in Japan.”198 As Kida Takuya argues, both “scientific” and 
“appreciation” held equally important weight as the ceramic research apparatus of the 																																																								
194 See the full list in Saikokai Kōenroku Mokuji (The List of the Saikokai Lecture Series), 
1935. 
195 Kida Takuya, 26.  
196 See the charts of modern sukisha members from Saitō Yasuhiko, “Kindai sukisha no 
netto waku to sonzai keitai” (The Formation of Business Networks among Tea-
Ceremony Connoisseurs, 1910–1937), 313–315.  
197 The Saikokai’s collecting of Kakiemon and Iro Nabeshima was “sensational” in the 
antiquarian market at that time. Fushutsusho Kōnan, “Saikokai konjaku monogatari,” 11. 
198 Ōkōchi Masatoshi, Kakiemon to Iro Nabeshima, 5.  
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Saikokai.199 In order to achieve this goal, the Saikokai emphasized its dedication to 
investigating empirical and scientific data. These two words, “scientific” and 
“appreciation” contrast with each other as they reside in the most objective and 
subjective realms of understanding ceramics. Suffice it to say that this slogan embodied 
the fundamental shift in modern ceramic history by speaking directly to the existing 
chanoyu norms and to newly adopted fine art canons so central to the development of 
modern scholarship. By using the term “scientific” (equivalent to the Western way of 
thinking), the Saikokai tackled the issue of uncritically accepting the personal, subjective 
tastes of older tea masters or owners. This critical attitude toward the esoteric convention 
was intended to wrest the tea hegemony supported by authoritative figures of this time 
such as Takahashi Yoshio, author of the Taishō meiki kan. For Ōkōchi, the opposite pole 
of scientific appreciation was past tea practitioners’ appraisal. For instance, while not 
entirely denouncing tea masters’ appraisal of historical ceramics, Ōkōchi noted that 
neither pedigree of a tea bowl nor the inscription on the container box is reliable 
evidence and they can no longer be an absolute ground for bestowing meibutsu status.200 
Beginning in the 1910s, many scholars advocated scientific (kagaku teki) and 
empirical (jitshō teki) research of art history as opposed to an impressionistic and 
dilettante state of art studies. The establishment of art history as an academic discipline 
was triggered by the advent of major art historical journals in the 1930s such as Shijuku 
to bijutsu (established in 1930), Bijutsu kenkyū (established in 1932), and Bukkyō bijutsu 
(established in 1938). In fact, Japan’s first art historical journal, Kokka (established in 																																																								
199 Kida Takuya, 24.  
200 Ōkōchi Masatoshi, Kakiemon to Iro Nabeshima, 5–6. 
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1889), included contemporary art criticism in the beginning years and gradually honed its 
focus on historical arts founded on a systematic paradigm.201  The specialization of art 
historical journals meant that there was increasing demand for and considerable 
production of art historical research. Art historical scholarship was gradually developed 
as a “scientific” research and its process can be best witnessed in the shift of contents 
from hobbyist magazines to major art history journals. The quest for “scientific” art 
historical research was well articulated by Taki Seiichi. 
 
“Things to bear in mind as research methods of Japanese art history are: Give 
special weight to historical documents and records and study artifacts from 
different regions. The historical documents by old scholars are not scientific, thus 
those records before the Meiji period can be used only as raw materials. We should 
correct them and pursue new research.”202    
 
 According to Taki, “scientific” art historical research meant an analysis of 
empirical data, and compilation and study of historical documents. Here, Taki warned his 
contemporaneous to study “unscientific” historical records with critical distance while 
using them as a main source of one’s argument. The Saikokai’s research approach –  																																																								
201 The Kokka’s increasing focus on historical arts from 1900 had to do with the 
transition of editorship from Okakura Tenshin to Taki Seiichi.Ōta Tomoki, “Sen kyu 
haku jū kara gojū nendai nihon ni okeru bijutsushigaku no tenkai” (The Evolution of Art 
Historical Studies in Japan in the 1910s and 1950s), Karisuta 18 (2011): 7.  
202 This excerpt was cited in and reproduced by Ōta Tomoki, “Sen kyu haku jū kara gojū 
nendai nihon ni okeru bijutsushigaku no tenkai,” 11. Taki Seiichi, “Nihon bijutsushi 
kenkyūhō.”  
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“scientific” appreciation of ceramics – was largely derived from this intellectual current, 
as the members supported an objective and scientific method of studying ceramic history. 
Also, it is crucial to keep in mind that Taki was an important mentor for Okuda who took 
his art history class first offered at Tokyo Imperial University and worked as an assistant 
at the Department of Art History for 8 years. The emerging academism in art history in 
which Taki was big part of, created the firm ground for Okuda to work on and deal with 
the issues of scientific appreciation of ceramics.    
Yet, it is important to clarify and analyze the particular meaning of “scientific 
appreciation” created by the Saikokai. After Ōkōchi in the preface of Kakiemon to Iro 
Nabeshima (1916) succinctly announced the Saikokai’s main objectives, both Ōkōchi 
and Okuda elaborated these ideas in articles respectively titled “Nihon tōjiki no geijutsu 
teki kenkyū” (The Artistic Study of Japanese Ceramics) and “Tōjiki no kanshō ni tsuite” 
(Ceramic Appreciation) in 1922. Here, Ōkōchi argued that there are two ways of 
studying ceramics: scientific (kagaku teki) and artistic research (geijutsu teki kenkyū). 
According to him, scientific research equals investigation of ceramic industry and 
production: analysis of materials (clay and glazes), kiln structure, development of 
technology, and so forth.203 However, Ōkōchi asserted that, because ceramics are not 
simply industrial products but applied arts, scientific research alone is not sufficient but it 
should be accompanied by artistic research in order to fully engage with artistic qualities. 
Furthermore, he explained that artistic research seeks to answer what makes viewing 
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ceramics interesting and where to find beauty and potters’ individual characters.204 In 
comparison with scientific research, Ōkōchi pointed out that there was no systematic and 
objective ways of conducting artistic research largely due to the established tea 
hegemony. Further, he argued that whether or not certain works belonged to famous tea 
masters like Rikyū and Oribe or include hakōgaki written by these legendary figures 
should not be their qualifications for meibutsu.205 Thus, he found it necessary to spend 
more time in delineating the concept of appreciation in terms of artistic value 
transplanted from the West and to modernize the field of artistic research in ceramics. To 
sum up, Ōkōchi asserted that scientific and artistic research of ceramics should develop 
hand in hand. Here, his earlier phrase, “scientific appreciation,” was articulated by 
different methods of scientific research and artistic appreciation.  
 
 
Appreciation: the Discussion of “Pleasure” 
 
“Appreciation” was another prominent concept developed and explored in the 
Saikokai’s research. As can be seen in Ōkōchi’s preface in the 1916 Kakiemon to Iro 
Nabeshima, “appreciation” is what defines itself and the Saikokai members. Okuda in 
“Tōjiki no kanshō ni tsuite” (Ceramic Appreciation) elaborated the concept of 
“appreciation” in detail.  
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“Appreciation is a kind of mental activity.....to put it briefly, when we perceive an 
object, our end organ gets stimulated by sight then it arouses our nerve sensory and 
the chief organ recognizes that object. This is the process of perceiving an 
object…depending on one’s condition, appreciation brings different results, 
because perception of an object always comes with different emotion or 
sensation…”206 
 
 According to Okuda, appreciation as a mental activity can be described as a 
personal and impressionistic idea, which consisted primarily of subjective feeling 
depending on one’s condition. By offering major criteria of artistic qualities unique to 
ceramics, Okuda attempted to show what to appreciate them.   
 
“Now let us talk about artistic appreciation (bijutsu teki kanshō), an act of seeing an 
artwork from the sense organs – the core organs of appreciation. Also, it is a mental 
activity. There are the five senses, but vision is most important for artistic 
appreciation…What is ceramic appreciation? What makes ceramic? To put it 
simply, ceramics are formed with clay, a glaze is applied on the surface, and finally 
they are fired in the kilns. The clay medium is the most characteristic feature of 
ceramics, while there is a variation in methods applying a glaze. For ceramics, it is 
important to discern clay’s role (to no shumi). There are many different types of 
clay. Thus, it stimulates different types of sense…..Ninsei, a so-called creator of 																																																								
206 Okuda Seiichi, “Tōjiki no Kanshō ni tsuite,” 299. 
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Japanese ceramics, was fond of Tang Chaire (tea caddy) from China and attempted 
to emulate its beauty in a fine clay. However, he failed to make it happen. Once, he 
tried clays from Shigaraki and Kyoto, but they were not as fine as the ones from 
China…”207 
 
 As Okuda outlined three major components of ceramics’ external beauty – clay, 
glaze, and shape or form, he emphasized that a pure enjoyment of ceramic appreciation 
begins with sight. However, he ultimately argued that pleasure in ceramic appreciation is 
a composite of both vision (visual effect) and touch (practical effect).208 He suggested 
that the most “interesting” and “provocative” aspects in ceramic appreciation cannot be 
possibly divorced from both pleasure and utility. That is, Okuda never underestimated 
the nature of ceramics being utilitarian at the outset, while he noted that there are 
ceramics solely meant for pleasure in the West and China. 
 
“The most important task of ceramics is to please its user. In this regard, first, 
ceramics should have stability (antei) when in use. A cup of wine lacking a foot 
cannot be placed firmly and if we try, then it would be a joke. And it does not 
fulfill ceramic’s proper function or duty…Next thing to consider is an ease (yōi) of 
ceramics. This easiness would naturally bring a pleasure when we use ceramics. 
There is a famous Japanese potter called Aoki Mokubei [1767–1833]. When I think 
of ceramics’ easiness, his works first come to mind. The body of a teapot made by 																																																								
207 Ibid., 300. 
208 Okuda Seiichi, “Tōjiki no shumi,” 26–27. 
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Mokubei (Fig. 46) is wide, has a good grip, and its rim is well-made so that when 
serving tea, its content stay intact and one can enjoy good taste in it….Next it 
consideration of safety for use…..if a tea bowl is made of aluminum, it cannot hold 
something hot, thus it is of no use. No wonder tea men (chajin) favored Raku tea 
bowls. Raku ware has a well textured-body and is fairly porous, which make it not 
a conductor of heat. Thus, when serving hot tea, one can still touch the body and 
drink from it without getting burnt. Tenmoku [Chinese Jian ware] is also suitable 
for serving hot water for different reasons. On the other hand, porcelain tea bowls 
transmit heat directly….Next is adaptability of ceramics. Tenmoku is a dark glazed 
ware. So is black Raku ware. They beautifully compliment powered tea. Green tea 
and dark glazed ware harmonize well. On the contrary, sencha (steeped tea) is best 
when served in a porcelain tea bowl. If tea color is light, do not serve it in a dark 
glazed tea bowl but use a porcelain vessel either with or without blue and white 
designs…Again, one should consider certain elements in ceramics that would 
inspire and evoke their users. Hirado porcelain tea bowls are light and delightful, 
but if something hot is outpoured into them abruptly, hey can be easily broken. A 
beauty overpowers fear of using something fragile. That is, ceramics as a craft 
work are ultimately intended to evoke us to use them…An excellent art of ceramic 
is born when clay, glaze, and shape of ceramics and pleasant feeling work well 
together.”209  
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 As quoted above, Okuda detailed the relationship of human perception 
relationship through the eye, the touch, and the mind in the case of ceramic appreciation. 
In Okuda’s account, ceramic appreciation takes place when both touch and vision 
register the information for the mind to combine these sense perceptions into an 
awareness of pleasure. In the article, it should be noted that Okuda mainly dealt with the 
practicality of tea bowls rather than other types of vessels such as vases, cooking utensils, 
and stationaries. As one of the Saikokai’s was to modernize ceramic appreciation derived 
from chanoyu practice, it generated much discussion on the validity of these old and 
outdated methods of appreciating tea bowls. Also, the prevalence of this matter raised by 
the Saikokai explains the enduring dominance of chanoyu ideals in modern Japan. In one 
of his earliest articles featured in Kokka, Okuda sought to establish a critical paradigm in 
ceramic (tea bowls, in particular) appreciation against esoteric canons of chanoyu. 
Because it is essential to the culminating point of this chapter, I will quote at length 
Okuda’s argument on appreciation of tea bowls.      
 
 “In the past, the appreciation of tea utensils by chajin (tea men) appreciate tea 
utensils was mainly concerned with whether any records could be found to show 
that historical tea masters honored them with marked distinction. Also, it mattered 
if they appeared in meibutsuki [records of famous Items]. The lineage of ownership 
(denrai) was also very important. So was the content of appraisals documented in 
hakogaki (inscription on the contain box). However, no matter how famous it was, 
if that tea vessel was damaged, then it is no longer the same and its value naturally 
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declines. Even though one vessel was once recognized as meibutsu, if there are too 
many surviving pieces of that same style, then the pleasure of appreciating them 
gets rather diminished. Among the various types of Tenmoku, a white Tenmoku is 
rare to find and it makes that more desirable and valuable. Rather than other factors 
such as an unexpected variation that took place during firing or amusement, rarity 
is the important criterion to judge value…can we possibly say that artistic standards 
for appreciation were established on the practical grounds? 
 A meibutsu is selected and designated by eminent chajin as a tea utensil of 
artistic excellence. We shall not rely on these old standards of appraisal or 
appreciation made by historical chajin and follow them without reconsideration. It 
is evident that old chajin’s appraisals are quite faulty and their standards are not 
practical. According to a recent study, some famous tea implements offered at 
auction came with hakogaki and remarks by famous tea people and it turned out 
that what was recorded in them was not true. Not all meibutsu are artistically 
valuable. It is inevitable that there are many flaws in old chajin’s appraisal and 
appreciation because of the riarity of their chance to actually appreciate those 
excellent tea utensils in person. Furthermore, it was almost impossible for them to 
compare those works side by side and study them closely. The difficulty of 
appreciating meibutsu in person makes a comparative study incomplete. Ultimately, 
it is an obstacle to precise identification, practical appreciation, and refinement of 
rich and elite taste. Thus, we shall not take so-called meibutsu canons for granted 
and assume that they always have artistic value. In terms of appreciation, one 
	86 
should not unconditionally privilege those items belonged to Rikyū’s collection or 
Fumai’s favorite tea bowl or those accompanied by Enshū’s hakogaki. Regardless 
of a tea bowl’s condition, it should be able to function as a craftwork. Tea utensils 
and daily commodities are separate things. Thus, they should not be treated in the 
same way…When we appreciate an artwork, the fame of its maker should not 
foreshadow its judgment. Unfortunately, it happens often nowadays. While art 
appreciation is booming [in Japan] now, its level has still not caught up with its 
popularity. A master’s work does not always turn out to be a masterpiece and 
famous kilns cannot always produce excellent works. As ceramic production is 
under control of natural forces, its results are always different even though the 
same potter made them in the same kiln at the same time. A selection process 
depends on a potter’s capacity to some degree and it enriches artistic characters of 
the selected piece. When it comes to appreciation of tea bowls, one should be able 
to recognize mix of impure elements even in small quantity. If we consider tea 
bowls simply as toys or something unworthy of artistic value, we cannot resist old 
norms of appreciating tea bowls. In fact, we shall not keep silent about the 
prevalence of the tea hegemony when the notion of tea bowls as an artistic 
craftwork has been introduced and developed in Japan…”210  
 
This approach to ceramic appreciation was a departure from the chanoyu 
ideology; looking, touching, and feeling the artistic merits of ceramics versus reading the 																																																								
210 Okuda Seiichi, “Chaki no kanshō ni tsuite,” 98–99. 
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pedigree of its ownership or inscription (hakogaki) on the container box. In the same 
light, Ōkōchi further argued that by correcting the backward and obsolete chnoyu 
appraisals, the Saikokai’s research should establish principles of a universal beauty in 
Japanese ceramics and make them accessible to an Western audience.211 
 
Appreciation (Kanshō) equals Hobby or Taste (Shumi)  
 
Okuda scaled three levels of dealing with ceramics: 1) appreciation: 2) appraisal: 
3) research. In his account, appreciation is based primarily on the six senses that generate 
an emotional response. Appraisal requires knowledge and reason. Appreciation and 
hobby are the same thing. Thus, neither appreciation nor hobby can reach the levels of 
appraisal and academic work.212 He clarified what it means to have a hobby by pointing 
to a difference between hobby and interest: having an interest means an emotional state 
of liking or disliking something, whereas a hobby indicates a further step on top of this 
sentimental motive (when one finds something interesting and attractive), to pursue its 
artistic appreciation and value evaluation.213 The word shumi had come into popular use 
from 1907.214 When used together with various nouns such as nihon (Japan), bijutsu (fine 
arts), tōjiki (ceramic), the meaning of hobby was developed in many different levels. In 																																																								
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the art realm, the concept and practice of shumi as hobby continued to grow with regards 
to the activities of seeing artworks in person, going to museums or exhibits, and 
collecting. It also generated new meanings about aesthetic appreciation such as creating a 
new type of taste. Earlier, Nishi Amane (1829–1897), who introduced the aesthetic 
concepts and terms from the West (especially Holland) during the early Meiji period, 
revived the Japanese word “kashu” (good hobby or taste).215 In 1870, he borrowed this 
word in use since the time of Fujiwara no Michinaga (966–1027) to translate 
“aesthetics.”216 Nishi’s choice of “kashu” emphasizes the viewer’s subjective and 
dependent nature of aesthetic appreciation.  
The terms, shumi no tōjiki (tasteful ceramics) and tōji shumi (ceramic hobby or 
amusement) were also coined around this time to refer to the amusement of appreciating 
ceramics in varying degrees.217  As discussed in the previous chapter, modern sukisha – 
industrial and business leaders such as Inoue Kaoru, Yasuda Zenjirō, and Masuda 
Takashi – were major trendsetters for tōji shumi at this time. They shared enthusiasm for 
collecting pre-modern artifacts including famous tea implement (meibutsu) and studying 
them with fellow collectors for amusement. Not restrained by the tea establishment and 
teachings of professional tea masters (chajin), modern sukisha boldly explored and 
introduced new categories of objects – the Buddhist icons and newly excavated arts from 
Asia (China and Korea) – to their tea practice. Heralding a new consciousness for tōji 																																																								215	Michael F. Marra, “The Creation of the Vocabulary of Aesthetics in Meiji Japan,” 
197.	
216 Ibid., 197.  217	Takeuchi Junichi, “Nihon tōji kenkyūshi josetsu (10): shumi no tōki” (Introduction of 
History of Japanese Ceramic Studies: Hobby ceramics), Tōsetsu No. 579 (June 2001): 
70–71.	
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shumi, the guiding principles of the Saikokai were two-fold: 1) to popularize ceramic 
hobby or amusement (tōji shumi no hokyū) 2) to set the universal standards for ceramic 
appreciation through their scientific and artistic research. As “appreciation” and “hobby” 
are two key words to characterize the Saikoki, its activity was closely associated with 
pleasure in the making of ceramic “taste.” 
 
The Definition of Ceramic and its Appreciation 
 
The Saikokai’s ceramic hobby or taste was certainly a modern concept. That is 
why Okuda and Ōkōchi made efforts to define ceramic hobby in relation to that of 
painting and sculpture – the major categories of fine arts transplanted from the West. 
Okuda argued that painting and sculpture hobby had a long history whereas ceramic 
hobby is a later bloomer: however, that does not mean that ceramic is inferior to painting 
or sculpture.218 In fact, there was a private group for painting appreciation called the 
Society for Appreciation of Painting (Kangagai, 1884–89) led by Ernest Fenollosa in the 
1880s. It was a forum for a group of art connoisseurs, scholars, and artists, where 
Fenollosa displayed his own collection of Chinese and Japanese paintings and delivered 
lectures on the subject. In Fenollosa’s efforts to promote contemporary painters, the 
group regularly held exhibitions and sometimes displayed their new arts and historical 
works side by side.219 One can make a connection between the Kangakai and the 
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Saikokai in terms of their similarities in the ways that both group held regular meetings, 
viewing sessions, and exhibits.  
In order to define the ceramic medium, Okuda compared it with other fine art 
categories – painting and sculpture.    
 
“In the past, there was no clear way of discerning ceramic from the categories of 
bijutsu hin (fine art), kottōhin (antique), kōgei hin (craft), and kōgyō hin (industrial 
products) …..when we define fine arts, painting, sculpture, and disputably 
architecture are major genres. Generally speaking, fine arts have nothing to do with 
real life. This is why it is difficult for the Japanese to make sense of the [Western] 
concept of fine arts. For the Japanese, fine arts are not only pure but applied arts. 
For instance, a Japanese way of appreciating paintings is not about enjoying a 
painting for its sake but understanding its function as an interior decoration…that is, 
for the Japanese, it is almost impossible to discern fine arts separated from real 
life….”220 
 
Here, Okuda argued that Japanese ceramics are not pure art but “applied art.” 
Since the Meiji period, Japan, once widely known as a nation of crafts in the West (as a 
result of Japonisme), made consistent efforts to promote the artistic merits and 
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commercial value of Japanese art on the government and institutional levels.221 However, 
for popular items under a category of “craft” such as ceramics and lacquer wares, the 
distinction between fine and decorative arts would be ruinous and hinder recognition of 
their artistic qualities. For instance, Earnest Fenollosa who knew well the marketability 
of Japanese art, ably blurred this distinction and highlighted the artistic status of Japanese 
ceramics and lacquer wares for the Western art collectors who had biased ideas about 
“Japanese art or craft.”222 Later, the Saikokai continued to develop a modern concept of 
ceramics while reconciling its status as ‘applied art’ on the basis of the international 
convention. Okuda described the artistic merits of ceramics in relation to painting and 
sculpture; first, a ceramic being three dimensional has more complexities to discern its 
beauty: a ceramic is not an artificial work but made through combined efforts of potters’ 
skill and natural force that result in the final product; while ceramics’ clay and glaze are 
crucial criteria for appreciation, a painting’s brush (stationery), paper, frame and so forth 
are secondary; paintings are no comparison to ceramics in terms of their diversity and 
variety in shape, color, and use; a ceramic as medium is more durable and even when 
broken, repair marks enhance its aesthetic appeal to the viewer.223 In this line of inquiry, 
Okuda considered the relationship between ceramics and sculpture to be like brothers 
bearing similarities in their materiality, techniques, and appreciation.224 Still, he posited 
ceramics as superior to sculpture because of the process of manufacture that requires 																																																								
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more complicated techniques and materials.  
To support the idea that ceramics are superior to painting and sculpture, the 
Saikokai raised important points about what to appreciate in ceramics. Initially, Ōkōchi 
conceived of ceramic appreciation fundamentally as equal to that of painting:   
 
“The appreciation of paintings takes great interests in evaluating the artistic merits 
of paintings rather than the pedigree…in the same way, we should pay attention to 
the present viewer’s eye (kanshōgan) and inspiration…we can take multiple ways 
of looking at ceramics. We would like to appreciate ceramics with an eye to craft or 
artistic hobby and inspiration ”225 
 
Okuda further developed the idea of elevating the status of ceramics and 
contemplated the aesthetic and practical dimension of the medium.  
 
“First, one should be able to appreciate ceramics’ dignity (hin’i or hinkaku). 
Ceramics as ‘applied art’ reflect users’ needs as well as potters’ spirit, whereas fine 
arts such as painting and sculpture are removed from human life. Second, its 
appearance (sugata) is a crucial part of ceramic appreciation. There are two aspects 
of ceramics’ appearance: one is a purely aesthetic form to look at and the other is 
an interesting shape to hold. Third, the material beauty of ceramics can be grasped 
through understanding the unity of clay, glaze and form…”226  
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When mapping Japanese ceramics in the world ceramic tradition, Okuda asserted 
that they are not pure but applied art because of their emphasis on utility.227 In contrast, 
he considered that Western and Chinese ceramics are conceived as fine arts like painting 
or sculpture. In Nihon tōjiki no bunruihō (Classification of Japanese Ceramics, 1920), 
Ōkōchi also stated that Western ceramics such as Italian majolica, Dutch delftware, and 
German Meissen appear to share similar qualities with those of painting and sculpture 
(Fig. 47).228 That is to say, decorative designs on these types of ceramics are like 
paintings on canvas and one can feel their surfaces like sculptures made of marble.229  
 
“For instance, unlike commodities for daily use, Western ceramics like interior 
decorations (rather than applied arts such as flower vase and jar) are decorated with 
paintings on the surface, thus it is like appreciating a painted sculpture. That is, it is 
no exaggeration that they become so-called fine arts. These ceramics are very close 
to painting and sculpture. Take an example of a jar from a faraway place, Greece. It 
does not function as a jar but we look at it as a decoration. As we enjoy its surface 
decorated with paintings, it is appreciated not as a jar but as a painting. When we 
look at a fifteenth century Majolica from Italy, it is obvious that it was developed 
not as a plate but the excellence of its decoration on the surface was much 
appreciated like a painting as art. Delft pottery in the Netherlands, valuable in 
Japan as well, was praised for its excellent quality in paintings decorated on the 																																																								
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surface…Meissen ware from Germany exhibits its artistic excellence as painting 
and sculpture.”230  
 
He also noted that Chinese ceramics developed patterns of design motifs in the 
same fashion that Japanese applied them. However, he found a difference between 
Chinese and Japanese decorative ceramics in their ultimate goal: while Chinese ceramics 
are purely decorative, Japanese ceramics use decorations appropriate for their shape and 
use.231 Here, it is interesting that both Okuda and Ōkōchi divided world ceramics into 
three units – Japan, China, and the West. Although the Saikokai treated ceramics of 
Korean-origin with importance, they were not part of the whole picture in the discussion 
of the world’s ceramic history.  
Okuda prized how those painterly and sculptural features of decorations were 
incorporated in Japanese ceramics from a utilitarian consideration. On this point, it is not 
surprising to find out that Japanese tea bowls championed Okuda’s definition of ideal 
ceramics for appreciation.  
 
 “Now let me propose ways to appreciate tea utensils. When we recognize an object, 
we use and depend on certain organ systems. Thus, it is important to consider the 
organs of perception – the main organs for appreciation of tea bowls. When we 
perceive a three-dimensional object, we mainly use vision. Through the eye, we see 
its shape and color. A shape is composed of dots, lines, and planes…The beauty of 																																																								
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lines can be found in curves and beautiful planes are also made of curved surfaces, 
which have an inflection point. When we appreciate a tea bowl, we see how 
beautiful lines and surfaces appear on its surface. At this time, what catches our eye 
is its contour line. The most favored characteristics of the types of kara–mono 
chaire known as bunrin (apple), nasu (eggplant), and marutsubo (round-jar) shapes 
(Fig. 48) lie in their contour line…Chōjiro’s tea bowl has a beauty of versatility 
rather than having all fixed characters. Not only the bunrin and marutsubo shapes 
of kara–mono chaire but Ninsei’s works shows features of delightful contour 
surfaces…varied surfaces of chaire from its body to bottom become a standard for 
what make its form beautiful…Another important criterion for evaluating tea 
utensils is color. Tea men preferred a red Raku to a black Raku, because it shows 
an extravagantly rich variation of colors…color, lines, and surfaces all together are 
what make a ceramic design. A suitable application of decorations on ceramics 
delivers more versatile pleasure than monochrome ware. While Ninsei’s colorful 
designs (Fig. 49) exhibit mastery and harmony of colors, no potter in history has 
reached the level of Kenzan’s painterly designs (Fig. 50).  
 Followed by the eye, the sense of touch on the skin is important for 
appreciation of tea utensils. By hand, one can first feel the beauty of shape in Raku 
ware (Fig. 51). A dignity of Tenmoku can be felt by the palm and then perceived. 
When we appreciate Raku, Korean-origin ware, and Hagi tea bowls, it is important 
to consider how appropriate they are for use in relation to the tea’s temperature felt 
by the lips. In this regard, porcelain tea bowls are not preferred not because of its 
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quality but because they transfer heat…when lines and colors reflected in the eyes 
and density, weight, warmth or chill, and movement felt on the skin, all together 
make a tea vessel, we can appreciate it fully.”232          
 
It is noteworthy that, for Okuda and the Saikokai, decoration on ceramics is not 
always necessary for use (as in the case of tea vessels) but undoubtedly is a major aspect 
for pleasure and enjoyment.233 As mentioned above, the Saikokai paid particular 
attention to a ceramic’s surface (painted, colored, and decorated) as a measure of its 
artistic qualities.   
 
The Classification of Japanese Ceramics 
 
As categories for artistic research, Ōkōchi proposed four major groups of 
Japanese ceramics – Seto, Korean-origin (Chōsen), Imari, and Ninsei. This classification 
became a template for the Saikokai to crystalize the criteria for appreciating artistic 
ceramics. Ōkōchi first introduced his classification in a 1920 article titled “Nihon tōjiki 
no geijutsu deki kenkyū” (The Artistic Study of Japanese Ceramics) and expanded its 
content in the Saikokai lecture, Nihon tōjiki no bunruihō (Classification of Japanese 
Ceramics) shortly after. The four categories of Japanese art ceramics were defined in 
light of the development of ceramic style or taste (shumi) and appreciation (kanshō) in 
Japan. Here, Ōkōchi used the term, style or taste to indicate “artistic value.”  																																																								
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“When studying Japanese ceramics from the perspective of taste, I would like to 
propose what would be the most effective way of classifying them. First, it is 
important to consider the characteristics of Japanese ceramics…..  
With regard to how to classify Japanese ceramics, although some may argue 
that we do not even need to classify Japanese ceramics, I think it is useful to 
classify them into different groups when considering and establishing concepts of 
what is worth appreciating. Then, it is more effective to understand each group’s 
unique style and features. In order to appreciate, there are several ways of 
classifying ceramics such as by regions or different physical results when using the 
same clay and glaze or different types that emerged in the same year. Among them, 
I would like to propose a classification from a shumi (style or taste) perspective. Of 
course, there are many ways. When we make a geographical classification, we can 
take the example of China and create groups by different kilns in China. Or take 
Ōshū and Kyushū – this is one way to classify geographically. We can also classify 
periodically – Kamakura, Ashikaga, Tokugawa or Edo period. However, these 
ways of classification are not interesting for appreciation. We can classify ceramics 
based on the same style or taste and this is called appreciative (kanshō teki) and 
stylistic (shumi teki) classification…I am skeptical about the idea of appreciating 
earthenware from ancient times as an artwork. Aside from highly valuing old and 
rare objects, it is questionable whether or not earthenware with no glaze or 
generally speaking Sue ware (sueki, meaning stoneware) are interesting as artworks, 
thus they are out of our discussions. I will start from the ones worthy of 
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appreciation that are used as tea bowls or daily commodities or interior 
decorations… 
This classification of four groups is not always fair. Yet, if we divide them 
by different kiln workshops, later it can be quite confusing. For instance, for those 
who came to Seto and made Ninsei-style ceramics or adopted Kenzan and Imari 
styles, it is difficult to draw the line. Also, there are those who came to Kyoto and 
made pottery under the influence of Ming China’s ceramic production. Okuda 
Eisen (1753–1811) and Mokubei or Eiraku who directly used Ninsei style and 
Dōhachi all produced Ming China style ceramics. From this point of view, ceramic 
production in Kyoto was also under the influence of Ming’s kilns. Or it also 
produced Korean-origin and Seto style ceramics. Thus, it becomes a very 
complicated matter. I argue that classifying Japanese ceramics into four groups by 
stylistic difference is the most convenient way to pursue research…”234  
  
First, Ōkōchi saw that the Seto group is Japan’s oldest tradition of artistic 
ceramics under continental influence.235 Thus, he considered that the Japanese ceramic 
art came into being in the Kamakura period (1185–1367) and ceramics made prior to that 
time lack artistic creativity. The founder of this ceramic art tradition was called Tōshirō 
(Katō Shirōzaemon Kagemasa) and he studied the technique of making pottery in China 
and built a workshop in the area called Seto in Aichi Prefecture.  
 																																																								234	Ōkōchi Masatoshi, Nihon Tōjiki no bunrui hō, 13–15.	
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“Starting from the earliest group, let us talk about Seto. Seto (Fig. 52) is the oldest 
group of artistic (geijutsu teki) ceramics in Japan. As we know it today, the Zen 
monk Dōgen of Eihei-ji took Katō Shirōzaemon went to Song China. That was 
around 1223 during the reign of Emperor Gohorikawa (1221–1232), 698 years ago 
from now. He studied ceramic manufacture for five years at Mt. Tenmoku… Katō 
came back after learning about Tenmoku glazes during his time at Mt. Tenmoku. 
Although it was in the late years of the Song dynasty when the ceramic industry 
was fully developed and various types of ceramics emerged, that was what Tōshirō 
(Katō Shirōzaemon) learned from China. Upon his return, he had a difficult time 
searching for the right place to build his kiln. At the end, he went to Seto and 
finally opened his kiln…”236   
 
It is worth noting that Ōkōchi dealt mainly with many legends about the Seto 
kilns’ founder, Tōshirō. He indeed emphasized the potter’s original design and creation 
in his grouping of Japanese ceramics and thereby, a potter’s biography became a major 
part of tracing ceramic history. For Ōkōchi, ceramic production before the emergence of 
Seto wares did not have artistic merits. Although Ōkōchi argued that studying early 
earthenware products in various regions of Japan would be important from the point of 
view of archaeological and kiln history, but that would not be the artistic research per 
se.237 He pointed out that they are ‘antiques’ but not art works. Further, he asserted that 
simply because certain works are rare to find does not mean that they have more artistic 																																																								
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merits. Ōkōchi warned that this approach is merely showing a collector’s point of view 
lacking any sincere concerns about artistic value.238 This statement is tellingly critical of 
commercial transactions of ceramics and a competitive state of collecting in both old and 
new art markets. When the majority of the Saikokai members were upper-class elites and 
art collectors (sukisha) including Ōkōchi himself, it is interesting that Ōkōchi took this 
stance to demote antiquarian hobby.  
Second, Ōkōchi points to a Chōsen (Korean origin) group as the most broad-
ranging category, which includes mostly tea utensils used in chanoyu. He also noted that 
the Chōsen group is the most representative of matcha (green tea) taste, which embodies 
a purely Japanese style hobby.239 While the Korean ceramic group did not enter the 
realms of the world ceramic tradition earlier, Ōkōchi highlighted its importance in the 
development of Japan’s unique tea culture.    
 
“I named the next as the Korean-origin (Chōsen) group. This would be the broadest 
group in Japanese ceramics. Its origin is based in Karatsu. From old times, Karatsu 
was a port city to Korea and received many export wares from it. Then, there is a 
theory that Korean style ceramics were manufactured in Karatsu (Fig. 53). In sum, 
the ceramic production of the Korean-origin group includes: Korean potters who 
came to Japan and opened a kiln: the Japanese learned how to make pottery from 
Korean potters and opened a kiln: their later generations who continued to produce 
Korea-style ceramics. Overall, anything that has its origin in Korea belongs to this 																																																								
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group…the Korean-origin group becomes the representative of matcha (green 
powered tea) style. The Seto group also exhibits matcha style, but it is not the same 
because its origin derived from Song kilns. Thus, the Korean-origin group 
represents matcha style…Matcha culture developed from Ashikaga to Toyotomi 
Hideyoshi, and the Korean group represents that style…”240  
 
Ōkōchi named the Imari production in Hizen province (in modern Saga 
Prefecture) as the third group and identified its Chinese influence particularly in a Ming-
style.241 The Imari or Hizen group (Fig. 54) largely include the types of techniques of 
applying overglaze enamel to porcelain including Arita, Nabeshima, Kakiemon, Hirado, 
Kokutani, and Imari. In “Nihon shumi tōjiki no hattatsu” (The Development of Japanese 
Style Ceramics, 1919), Okuda pointed out that these decorative wares in Hizen province 
were made for foreign exports by the second decade of the seventeenth century, which 
made them widely known worldwide. In this light, Okuda argued that these export wares 
such as Kakiemon and Imari represent “Old Japan” in the West.242 They catered to 
Western clientele, and Okuda noted that they were meant especially for appreciation 
rather than utilitarian purposes. That is why Okuda further argued that their status in the 
development of Japanese style ceramics is secondary, because they are purely artistic.243  
Lastly, Ōkōchi stressed that Ninsei ware from Kyoto (Fig. 55) is the only group 
that can be characterized as purely Japanese. Okuda also celebrated the importance of 																																																								
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Nonomura Ninsei (active 1647–1677) and discussed how his artistic inspiration was 
derived from the contemporaneous Kano style paintings and design patterns of maki-e 
rather than foreign cultures.244 To be sure, both Ōkōchi and Okuda’s analysis of Japanese 
ceramics was mainly concerned with the process of Japanization (nihonka). For instance, 
Okuda described how Seto ware shows Chinese boldness and Korean strength, and on 
top of that, further developed its own impeccability.245 In this logic, one can argue that 
Okuda’s notion of Japanized aesthetics refers to the harmonious union of Chinese and 
Korean characters. He stated that his celebration of the Seto and Karatsu wares is quite 
different from that of tea masters: in past times, when foreign imports were held in high 
esteem for exotic and rare qualities in the circle of chanoyu and Seto and Karatsu wares 
were praised because of their continental features.246 Also, Okuda praised Nabeshima 
and Hirado wares because they achieved a full maturation of Japanized characters after 
mastering techniques of Qing-style manufacture and incorporating into their own 
Japanese style.247 According to his narrative, Japanese-ness in ceramic production came 
into being as a culmination of the best elements of Chinese and Korean influences. It is 
in this context that Okuda, Ōkōchi and other Saikokai members praised Nonomura 
Ninsei as the pioneering figure of Japanese ceramics. Ninsei was particularly skilled at 
making decorated ceramics and well known for his collaboration with tea masters. 
Among Ninsei’s oeuvre, Okuda noted that his tea vessels especially his tea jars were 																																																								
244 Ōkōchi Masatoshi, Nihon Tōjiki no bunrui hō, 21–22.  
245 Okuda Seiichi, Seto yaki no shumi (Seto ware style) (Tokyo: Saikokai, 1927), 3–4.  
246 Ibid., 17.  
247 Okuda Seiichi, Mikawachi yaki (Hirado yaki) ni tsuite (Makawachi/Hirado ware) 
(Tokyo: Saikokai, 1925), 14.  
	103 
considered to be the finest masterpieces.248 Especially when the wabi aesthetic was 
prominent in the tea ceremony, Ninsei’s decorative ceramics brought innovation.249 
Okuda stressed that the decorative designs on Ninsei’s work do not merely covering the 
surface but are in harmony with the form of the vessel and its function. Ōkōchi also 
wrote about Ninsei in detail:  
 
“There was no artistically superb ceramic production in Kyoto before the time of 
Ninsei. Of course, we can find some good tea caddies, but these are works by Seto 
potters who started making pottery in Kyoto. Thus, we should include them in the 
Seto group.    
I name Ninsei’s works in Kyoto the Ninsei group, because it is the only 
ceramic production in Japan unaffected by foreign influence. Here, not influenced 
by foreign countries means that its stylistic development remained unaffected. For 
instance, the Seto group inherited stylistic characteristics of ceramic production 
from Song China. The Korean-origin group adopted Korean styles. The Imari 
group was modeled on Ming China’s Ko-akae (wares with iron-red enamels) and 
Ko-sometsuke (blue and white porcelain). It is only the Ninsei group that does not 
exhibit any foreign influence in terms of style. Its production signaled a beginning 
of Japan’s pure ceramics. Ninsei incorporated Kano-style and maki-e technique 
(Fig. 56) into his design, colors, and application methods on the surface. The screen 																																																								
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paintings of the Momoyama period developed with the currents of 
contemporaneous painting styles. The e-maki style was adopted as well. Applying 
designs and colors directly on the surface of wood with painting utensils also 
influenced Ninsei. Ninsei explored and incorporated these purely and uniquely 
Japanese styles of techniques and created his own on the basis of Japan’s native 
artistic tradition…”250  
 
The Saikokai touted Ninsei as the founder of Japanese ceramics and his works as 
the embodiment of true Japanization. Ōkōchi used the terms, “Ninsei group” and “Kyoto 
group” interchangeably. However, he made it clear that when it came to the Kyoto group, 
he meant to indicate the ceramic production led by Ninsei.251 As Kyoto was one of the 
major ceramic centers in early modern Japan, there were several kilns in operation prior 
to the time of Ninsei. However, Ōkōchi considered that the Kyoto wares before Ninsei do 
not have any artistic value. While there are some fine pieces commissioned by tea 
masters, Ōkōchi argued that they are not products of Kyoto kilns but were created by 
some talented Seto artisans lured by great interest in chanoyu vessels. These potters from 
Seto moved to Kyoto and worked with patrons to meet their demands.252 Thus, he 
asserted that they rather belong to the Seto group. It is apparent that Ōkōchi’s 
classification was made not by regions but by potter names, which become ceramic’s 
physical origin. Ōkōchi argued that among the four groups, only Ninsei’s workshop was 																																																								
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free from foreign influence and Ninsei incorporated certain painting styles and lacquer 
techniques and combined appeals of the different medium alive in ceramics.253 In this 
line of inquiry, Okuda found artistic inspiration of Ninsei’s works from Kano-style and 
Rinpa painting techniques as well as realistic details of Buddhist sculptures by Unkei 
from the Kei School.254  
Importantly, the notion of authorship was brought forward by the Saikokai to 
claim the superiority of Japanese ceramics to the Western and Chinese productions. 
Ōkōchi pointed to the different methods of making pottery in Japan, China, and the West.  
 
 “Thus, to sum up, it can be said that the unique feature of Chinese ceramics lies in 
the glaze. Western ceramics, with an aesthetic beauty close to painting and 
sculpture, were made and appreciated as pure [fine] arts. Japanese ceramics have 
distinctively developed as applied arts…because the core feature of Chinese 
ceramics lies in a glaze, chemical and industrial success, rather than artistic 
conditions such as potter’s technical mastery in throwing or sculpting, mattered the 
most….when ceramic production peaked in China, there were about eighty people 
involved in the whole process of making a piece of pottery….each expert devotes 
his best and this division of labor lightens the work load of many potters. This is 
similar to today’s mass industrial production through the use of machinery. Mass 
industrial production means assembling each part into a complete unit.  
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In China, ceramic production was already industrialized on a large scale 
three or four hundred years ago…this way of mass production is not artistic, thus it 
is hard to trace characteristic traits of individual potter in ceramics… 
In contrast, Japanese ceramics reveal artistic qualities like other fine arts 
such as painting and sculpture. From kneading the clay to forming to applying the 
glaze, and to firing, one person is in charge of the whole process. Thus, an artwork 
full of a potter’s spirit is born. Ninsei, Kenzan, Hozen, Nin’ami Dōhachi belong to 
this group. Here, we find it interesting.”255  
 
Here, Ōkōchi expressed deep concerns about mass production, which hinders 
individual and artistic practice. He was negative overall about industrial manufacture 
including division of labor, repeated work, and duplicate designs in large quantities. In 
contrast, he praised the artistic merits of Japanese ceramics made by one individual potter 
exemplified by Ninsei, Kenzan, Kakiemon and others. When a potter is in charge of the 
whole process of making pottery, Ōkōchi asserted that the artwork is born with one’s 
spirit or consciousness of beauty.256 
Takeuchi Junichi noted that when writing ceramic history, there is no better ways 
than tracing the lives of potters.257 This is particularly the case for Japanese ceramic 
history. The situation was quite different in China and Korea where most of the potters 																																																								255	Ōkōchi Masatoshi, “Nihon tōjiki no geijutsu teki kenkyū,” 312–314.	
256 Ōkōchi Masatoshi, Nihon Tōjiki no bunrui hō, 22. 
257 Takeuchi Junichi, “Nihon tōji kenkyūshi josetsu (14): Kyōyaki wa hito kara” 
(Introduction of History of Japanese Ceramic Studies 14: Kyoto wares are from potters), 
Tōsetsu No. 568 (2002): 64.  
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came from humble origins and remained anonymous in historical documents. Several 
names of potters especially those based in Kyoto such as Ninsei, Kenzan, and Mokubei 
emerged as representative of Japanese ceramic history in the Taishō period. This turned 
out to be quite successful for popularizing ceramic history and reaching a broader 
audience. In particular, Haruyama Takematsu’s Kōetsu to Kenzan (Kōetsu and Kenzan, 
1917) and Wakimoto Sokurō’s Heian meitō den: Mokubei (The Famous Potter of Heian 
[Kyoto]: Mokubei, 1921) began the trend of narrating the tales of potters as “geniuses” 
and ignited demands for more biographies of historical potters.258 The Saikokai also paid 
attention to certain individual potters and among them, Ninsei came to be seen in the 
Taishō era as a pioneering figure of Japan’s artistic ceramic tradition for his individual 
excellence and artistic creativity. Moreover, with the label “artist-potter,” the Saikokai 
promoted romantic ideas of artistic creativity in ceramic production equal in status to 
painting and sculpture.   
 
 In conclusion, the Saikokai played a crucial role in the popularization of ceramic 
hobby and developing ideas about appreciating ceramics in the Taishō period. The 
Saikokai primarily aimed to present ceramics on equal terms with the Western categories 
of fine arts such as painting and sculpture on the one hand and to move away from 
Japan’s traditional connoisseurship in chanoyu on the other hand. That is to say, the 
introduction of the Western sense of aesthetics and ceramic appreciation allowed a 
redefinition of meibutsu in terms of a so-called universal beauty. When there was no 																																																								
258 Ibid., 65.  
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standard for ceramic appreciation (other than the esoteric canons of chanoyu utensils), 
Okuda and the Saikokai suggested and elaborated ideas such as why ceramic hobby is 
superior to that of painting and sculpture, and how to appreciate ceramics in a modern 
sense. Their emphasis on the utilitarian and Japanized aspects of Japanese ceramics 
placed them in a unique position in world ceramic history. The Saikokai’s discussion of 
Japanese ceramics worthy of appreciating reflects the current state of Japan’s 
modernizing process, “Japanese spirit, Western technology.”  
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CHAPTER 4 
 
 
Okuda Seiichi and the Saikokai 
 
 
 
 
Okuda Seiichi’s life-long career provides models for the trajectory of modern 
Japanese scholarship on ceramic history from the 1910s to the 1950s. It was after Okuda 
first established himself as a ceramic scholar in the Saikokai that he was able to found 
Tōyō tōji kenkyūjo with his cohort as a more advanced and academic group of ceramic 
studies. However, it is not clear how Okuda was first invited and joined the Saikokai, 
because his membership has been debated.259 
Okuda Seiichi was born in Tsu, the capital city of Mie Prefecture, Japan. His 
uncle was Kurata Kyūhachi, a nineteenth-century potter, who revived the Andō kiln in 
Mie Prefecture. Kurata died when Okuda was nine years old but Okuda later claimed that 
his uncle was a big influence on him.260 Okuda entered the most modern and elitist 
education system at Tokyo Imperial University where he majored in psychology. There, 
he met Ōkōchi Masatoshi who was a scientist, an ardent art collector and modern sukisha, 
and through their exchange of ideas, Okuda’s interest in ceramics began to grow as a 
profession. Okuda began his career as an “amateur scholar” who sought diverse artistic 
and ideological goals and actively partook in paving the way for ceramic studies in 
modern Japan. Since the early 1900s, the scholars from a variety of backgrounds who 																																																								
259 Rather than a member (unclear), Okuda held the position of secretary in the Saikokai. 
Magdalena Kolodziej, 14 and 81. 
260 Okuda Seiichi, “Tōjiki kenkyūkai no kaiko” (Recollection of the Ceramic Study 
Groups), 427–428.  
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shared interest in studying ceramics had gathered and formed independent study groups. 
As Hayashiya Seizō notes, the ceramic research of these amateur scholars at that time, 
neither concrete thesis nor impressionistic essay, was yet at a transitional stage of its 
development.261 The modern ceramic scholarship, which Okuda was part of, can be 
credited with opening doors to elites in the various disciplines and signaling a new era 
for ceramic appreciation. With his involvement with Tōjiki kenkyūkai and the Saikokai, 
Okuda rose as an influential voice in the field of ceramic history and wrote major works 
that became the base for ceramic studies in modern Japan.  
Despite his contribution to the field of ceramic history, Okuda has received little 
scholarly attention especially compared to his successors such as Koyama Fujio. Okuda’s 
significance is evident as he was the holder of ideas that shaped the direction of modern 
ceramic study groups and popularized the concept of shumi ceramics, kanshō ceramics, 
and tōyō ceramics. Concurrently, with his governmental appointment at the Association 
for National Treasure Preservation and the Preservation of the Important Works of Fine 
Arts, he became increasingly aware of his duty to identify, define, and explain Japan’s 
“national” ceramic history in respond to the expanding Western powers. In this light, it 
should be noted that Okuda developed and propounded a set of ideas about ceramic 
appreciation especially in the 1920s with two empowering norms in mind: the fine art 
standards transplanted from the West and Japan’s own past – chanoyu tradition. What 
gives Okuda a position as pioneer was his placement of ceramics from the past into 
frameworks that gave meaning to contemporary concerns such as modernizing the field 																																																								
261 Hayashiya Seizō, 7.  
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of ceramic studies and the revival of the chanoyu ideals as Japan’s unique tradition. His 
perceived notion of how to define or determine what ceramic is worthy of appreciation 
indicates Japan’s acceptance of Western notions of the fine arts. In this chapter, I will 
review Okuda’s work as a product of contemporaneous historical understanding and treat 
a set of his ideas on ceramic appreciation as the creator who gave birth to a significant 
change of aesthetics in evaluating, collecting, and classifying ceramics.  
 
Ceramic Hobby 
 
Beginning in the early 1900s, elite leaders from different walks of life gathered 
and formed several groups for ceramic studies. This academic advancement in ceramic 
studies is significant in two ways: it dismantled the esoteric canons of the Japanese tea 
ceremony in appraising tea utensils according to the personal tastes of old tea masters or 
owners; and second, these scholars modernized the field by transplanting the Western 
disciplines of art history, archaeology, philosophy, psychology, and so forth. The 
emergence of Tōjiki kenkyūkai, the Saikokai, and Tōyō tōji kenkyūjo one after the other 
order shows transformations of this modernizing process in ceramic studies. At the 
Saikokai, Okuda mainly wrote for its members whose activity and interest in ceramics 
were considered to be at the level of a hobby. Here, Okuda made the following 
description of what it means to have a hobby: 
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“There are many cases when people confuse hobby and interest. However, they can 
never be the same thing. Interest covers a wide area whereas hobby is a limited 
subject. In fact, there is not much difference between the ordinary and civilized 
people or children and seniors when it comes to having an interest. In contrast, 
there is a certain limit in a hobby…it is no wonder that those with a low level of 
culture can have interests in various things but does not have any particular hobby. 
Men of culture will be naturally attracted to a lot of hobbies and the rest others will 
have less chance. Interest is simply an emotional state of liking or disliking 
something, whereas hobby such as artistic appreciation, value evaluation, critique, 
consists of complicated elements which is a further step on top of this sentimental 
motive. When someone has interest in or hobby regarding the same object, they 
have very different results. For instance, when one is interested in fishing, it simply 
means that the fact that fish is getting caught is interesting. But when it becomes a 
hobby, one can know and understand various kinds of fish, their behaviors, suitable 
environment, and various conditions for negotiating the relationship between fish 
and fisher…hobby is especially a proud character of cultured men.”262 
   
 In fact, ceramic history was not Okuda’s major focus in the beginning. In “Tōjiki 
kenkyūkai no kaiko,” Okuda wrote that he was drawn to study beauful shapes (utsukushii 
katachi) in various media such as Buddhist sculptures, ukiyo-e, ikebana (flower 
																																																								
262 Okuda Seiichi, “Tōjiki no shumi,” 17–18. 
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arrangement), garden, architecture from the aesthetic and psychological perspective.263 It 
is known that his thesis from the Psychology Department of Tokyo Imperial University 
was about how different hairstyles change the impression of female faces.264  As Okuda 
was increasingly involved with the activities of ceramic study groups, later it became his 
profession. In the development of the study of ceramic history, it should be noted that 
early dilettante works contributed to raising the level of knowledge among those 
hobbyists and finally led to the establishment of ceramic history as an academic 
discipline. Okuda also wrote about different stages of approaching ceramics from hobby 
to appreciation to research.   
 
“The more one studies ceramics, the deeper their knowledge becomes and the more 
interesting ceramics become. In contrast, ceramic research cannot be equal to 
ceramic hobby [or appreciation]. Research lies within an academic field. It requires 
one to give full devotion and abilities. It takes one’s everyday life…as mentioned 
above, ceramics are made of clay and kaolin after firing, thereby evaluation of 
materials and their effects are in a scientifically proven way. Thus, this approach 
cannot be done at the hobby level…when we take ceramics and see them on an 
escalator called “history,” then it becomes a hobby. At a certain level on the rise, it 
becomes an appraisal of ceramics. A ceramic appraisal belongs to that of 
appreciation. These two are based on different foundations: an appreciation is 
derived from emotions and an appraisal from knowledge. When we appreciate 																																																								
263 Okuda Seiichi, “Tōjiki kenkyūkai no kaiko,” 427. 
264 Hayashiya Seizō, 5.  
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ceramics, we use six senses. At the time of appraising ceramics, reason and logic 
come forward…”265  
 
Ceramic appreciation as a Hobby 
 
 Okuda had begun writing about ceramics from 1911 – starting with “Nihon tōjiki 
gaisetsu” (Survey of Japanese Ceramics, 1911) featured in Nihon bijutsu – and joined the 
earliest ceramic study group, Hintōkai in 1912. Then, Okuda’s encounter with Ōkōchi in 
1914 provoked his interests in ceramic studies.266 Soon, they together envisioned forming 
a private society of ceramic studies and realized their aim by founding Tōjiki kenkyūkai 
(Ceramic Studies Society) in 1914 and the Saikokai in 1916. Okuda’s career path shows 
clearly how his interest in ceramics developed into a full-time profession. In particular, it 
is noticeable from his bibliography that Okuda was particularly concerned with 
delineating the concepts of ceramic hobby and appreciation throughout his career.  
Okuda’s concepts of “ceramic hobby” (tōjiki no shumi) and “appreciation” (kanshō) are 
well articulated in his writings: “Chaki no kanshō ni tsuite” (On the Appreciation of the 
Utensils of the Tea Ceremony, 1918) and “Nihon shumi tōjiki no hattatsu” (The 
Development of the Japanese Style of Ceramics, 1919) in Kokka, “Tōjiki no shumi” 
(Ceramic Appreciation, 1922) in Saikokai Kōenruku (The Records of the Saikokai 
Lectures), “Tōjiki no kenkyū to kanshō” (Ceramic research and appreciation, 1935) and 
“Tōjiki no shumi” (Ceramic hobby, 1938) in Tōji kōza, and so forth. Both concepts 																																																								
265 Okuda Seiichi, “Tōjiki no shumi,” 33.  
266 Koyama Fujio, “Okuda Seiichi sensei no shi wo itamu,” 51–52.  
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became the founding principles for the Saikokai and Okuda made efforts to articulate 
their meanings for its members. As Ōkōchi proposed that there are the two ways of 
studying ceramics in Japan – scientific and artistic research – in “Artistic Research on 
Japanese Ceramics” (1922),267 the Saikokai dealt with “scientific” and “appreciation” 
separately with the same importance. However, it turns out that “scientific research” was 
merely used for an opposite proposition of the Saikokai’s ceramic appreciation. Ōkōchi 
described that scientific research mainly deals with discovering the materials (clay and 
glaze) used in the making of pottery, firing methods, kiln structures, and so forth by 
applying the principles of physics and chemistry.268 In contrast, Ōkōchi argued that 
artistic research should set the modern norms of a beauty – “geijutsu teki no kachi” 
(artistic value) – in ceramics devoid of old and backward chanoyu canons. Essentially, 
his notion of artistic research was constructed in opposition to meibutsu – famous tea 
implements collected, admired, recorded in inscriptions on the container box by 
historical tea masters.  
In the same vein, Okuda attempted to construct a new framework for writing a 
ceramic history by dismantling and modifying the long established chanoyu canon for 
appreciating ceramics including tea vessels. As Hayashiya notes, Okuda had no 
particular affiliation with the chanoyu circle at the time.269 However, as he proceeded to 
write about ceramic appreciation, it must have been an inevitable task for him to tackle 
the underlying structure of ordering hierarchy of ceramics in chanoyu. One can find 																																																								
267 Ōkōchi Masatoshi, “Nihon tōjiki no geijutsu teki kenkyū,” 307. 
268 Ibid., 307. 
269 Hayashiya Seizō, 7. 
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Okuda’s stance towards the tea utensils well articulated in “Chaki no kanshō ni tsuite”” 
(1918) and “Chaki toshite no chawan ni tsuite” (1936). Okuda lamented that the lack of 
opportunities to view actual objects led to an incomplete appreciation in the old days.270 
He further wrote that not all meibutsu are artistic and he boldly asserted that the highly 
regarded value of so-called famous tea utensils from the daimyo collections was taken 
for granted and needed to be corrected. Here, Okuda stressed empiricism and criticized 
the pre-established status of meibutsu in favor of the present viewer’s aesthetic 
perception.  
While Okuda was critical of the chanoyu norms, he did not entirely abandon them 
but selectively embraced them as part of Japan’s unique aesthetics. In “Chaki toshite no 
chawan ni tsuite,” Okuda notes that the term “tea bowl” (chawan) simply referred to 
vessels used for drinking, but the introduction of chanoyu gave it more meaning related 
to appreciation.271 According to him, it was chanoyu that added more artistic elements to 
tea vessels. Throughout his writings, Okuda frequently mentioned how tea practitioners 
had valued certain merits in tea utensils in the same ways that he proposed as the 
legitimate means to give the validity of his arguments.272 Further, he argued that among 
other utensils, tea bowls come the closest to the artistic realm, thereby they are the most 
“interesting” among all ceramics to appreciate. 
Okuda distinctively articulated a set of ideas on how to appreciate tea utensils. 
While appreciation is mediated through both vision (eye) and touch (palm), Okuda 																																																								
270 Okuda Seiichi, “Chaki no kanshō ni tsuite,” 99. 
271 Okuda Seiichi, “Chaki toshite no chawan ni tsuite,” 157. 
272 Okuda Seiichi, “Tōjiki no kanshō ni tsuite,” 304–5. 
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explicitly described how each part of tea vessels could be apprehended as a whole 
organic body. First quality of appreciation begins with the rim essential for pouring tea 
from inside out.273 Then, he notes that the shape of the body especially the waist is 
crucial for touch. Here, Okuda incorporated one of the chanoyu artistic merits, “touch” 
(tactile qualities), as a crucial element for appreciating art ceramics. Finally, he argues 
that the process of making can be grasped by looking at the foot.274 These details of 
appreciating the tea utensil, in turn, are inextricably concerned with a viewer’s will and 
perception. Okuda concluded that in this process of aesthetic perception, appreciation of 
a tea bowl is not objective but subjective and depends on a viewer’s experience. This 
focus on a present viewer (the present context of reception) enabled Okuda to break away 
from the institutional forces and recognize a modern discipline of ceramic history to 
reestablish the meaning of these tea utensils. According to Okuda, tea utensils worthy of 
appreciation should incite curiosity and pleasure.275 As shown above, Okuda’s 
appreciation theory stemmed from his interest in re-evaluating tea vessels and he 
continued to develop his ideas by applying them more widely to the concept of “art 
ceramics” in equivalent status with fine arts – painting or sculpture.    
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Elevating Ceramics to the Status of Fine Arts 
 
In the West, there was a general tendency to see that the majority of Japan’s 
ceramics as export wares made in a highly decorative style. The debate between Edward 
S. Morse and James Lord Bowes arguing whether the artistic qualities of ‘domestic 
stoneware’ or ‘export porcelain’ best represented the essence of Japanese ceramics 
reveals the prevailing Western notion that the artistic aspects of Japanese ceramics can be 
best observed from the pictorial expression of designs on ceramics. Bowes wrote in 1891 
that the monochrome tea vessels celebrated by Morse lacked artistic qualities, whereas 
decorative ceramics showcased by Kakiemon, Ninsei, and Morikage deserved attention 
and praise.276 His image and understanding of Japanese ceramics was formed by Japan’s 
self-portrait of ‘Old Japan’ presented to the West. As mentioned in the previous chapter, 
that emphasis on “design” (zuan) in Japanese ceramic production stemmed from the 
Meiji government’s initiative to promote the export of crafts by developing more 
attractive designs. There is no doubt that the direct interest of the Saikokai – as its name 
refers to “colored jar” – was in the discussion of decorative motif, techniques, and effects 
on a viewer. In particular, Okuda addressed the artistic merits of ceramics by placing the 
medium in the framework of painting and sculpture – the major categories of fine arts. 
He avidly promoted the notion of “ceramic appreciation” in order to consider ceramics 
that fell outside conventional definitions of the Western “fine arts.”  																																																								
276 Cited in Nicole Coolidge Rousmaniere and Simon Kaner, “Collecting East Asia in  
Nineteenth-Century Britain,” 207–8. James Lord Bowes, A Vindication of the Decorated 
Pottery of Japan (Liverpool, 1891), 23–39. 
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In the discussion of ceramic appreciation, Okuda urged his contemporary viewers 
to know about ceramics as a medium. As he puts it, a ceramic is essentially the 
interaction of clay and glaze through the mediation of the potter’s hands. In comparison 
to painting or sculpture, Okuda dispelled the notion of the limitation of ceramics 
(especially, ones with lighter designs) as being neither figural nor representational by 
calling attention to the viewer’s sympathetic resonance and connectivity with ceramics 
for appreciation. In this logic, one not only sees but touches a ceramic to make the 
connection and appreciate its intrinsic nature through one’s own apprehension. Okuda 
argued that when we look at ceramics, they should move our mind. That’s what it is 
called appreciation, and here it is the opticality (mostly through the decorative surface of 
a ceramic) that draws one’s attention to its tactile dimension. Although Okuda studied all 
varieties of Japanese ceramics and viewed the decorations as supplementary, he argued 
that they are necessary for ceramic appreciation: “Functional objects do not always need 
decorations, but ceramics for viewing would need them.”277 
As Okuda acknowledged that painting is among the most familiar genres of fine 
arts, one of major strategies for promoting ceramic appreciation was to compare its 
merits with that of painting. The following passage sums up Okuda’s discussion of 
ceramic appreciation superior to that of painting.  
 
“Painting is a major subject for a hobby. Generally speaking, men with a hobby 
appreciate paintings…one can observe the appealing quality in lines, colors, 																																																								
277 Okuda Seiichi, “Tōjiki no kenkyū to kanshō,” 25. 
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composition, and expression of paintings, but they are two-dimensional. In contrast, 
ceramic is a three-dimensional object. A dish has a flat inside, but its bottom and 
foot are three-dimensional. On the surface, other decorations can be added like a 
sculpture. It can be said that the drawing along with decorative motifs on the 
interior is a painting. While there are the techniques of using cobalt and iron 
pigment in monochrome, colorful and delicate decoration can be also added to 
ceramics…thus, the special characters in paintings can be easily found in ceramics. 
The drawings on ceramics play a role of decorations. It is this point where unlike 
paintings, drawings on ceramics are in harmony with a vessel…it is inevitable to 
first appreciate how the decoration fits a shape as long as it is inscribed on a 
ceramic. From a stylistic point of view, this is the first point where 
decorations/paintings on ceramics are excellent.   
Although we are attracted to the beauty of picture scrolls, the splendid 
garments of ukiyo–e prints’ beauties and, the coloration of paintings, these are after 
all artificially made. Natural fire results in the various colors of ceramic glazes, 
thereby it is difficult to predict the outcome. There is a difference between man-
made art and nature. It is always not the case that nature takes total control of 
ceramics. Instead, a man’s will controls and the potter’s idea is conveyed through 
the tone of colors. At the same time, there are certain things that cannot be done 
artificially. Ryōkoin’s yohen tenmoku bowl (Fig. 57) designated as National 
Treasure has a star-burst sparkle and there is no way that any technicality can 
reproduce this. From a stylistic point of view, this is the second point where 
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decorations/paintings on ceramics are excellent.                   
 The materials are a secondary matter when it comes to the appreciation of 
paintings. This is not true of ceramics. Since long age, the beauty of glazes and 
clays were very important criteria for ceramic appreciation...in this regard, ceramic 
appreciation is far more complicated than that of paintings. This is the third point 
that ceramic appreciation is superior to that of paintings.  
 There are various types of ceramics such as dining sets, tea utensils, writing 
materials, an ashtray on a table, fire pots, vases, incense burners, ornaments, 
pillows and so forth. They are all very closely linked with human life. In contrast, 
the use of paintings is quite limited. For ceramics, there are all sorts of shapes, 
colors, and decorations which make it impossible to compare with paintings. This is 
the fourth point that ceramics are better than paintings.  
 Damages are inevitable when we use screen paintings for a long time. During 
the wet season, humidity makes them vulnerable. There is a high risk of insect 
plagues. To prevent these dangers, mounting and cooling are necessary. However, 
there is no need for those procedures for ceramics. Of course, there are some cases 
when ceramics are damaged. This is ceramics’ weak point, but there are ways to 
prevent…this is the fifth point that ceramics are better than paintings.  
 As mentioned above, I put together a few points to show that ceramic 
appreciation is much wider and deeper than that of painting. Although one may 
have a hobby of appreciating paintings, it does not always mean that one can fully 
understand ceramics. On the contrary, it can be assumed that those with a hobby of 
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appreciating ceramics will have knowledge about paintings to some extent. Once 
you appreciate paintings, then it can lead you to like ceramics as well.”278  
 
Okuda’s contrast and comparison between ceramics and paintings largely relied 
on the popularity of painting appreciation. One similar example of this narrative can be 
found in a lecture given at the Society of Arts in London in 1887 by Ernest Hart (1836–
98), a major British collector of Japanese art and a renowned physician, who noted that 
“they [the works of Kenzan] must be seen at as the products of an Impressionist artist of 
the seventeenth century…”279 This comparison explains the enduring dominance of 
paintings in the realm of fine arts but at the same time reveals the ultimate superiority of 
ceramics according to Okuda’s ideological stance. Here, Okuda asserted that what set 
ceramics apart from paintings – ceramic’s three-dimensionality, two sides of nature and 
art, materiality, variety, and durability – are what make them superior. In “Tōjiki no 
kanshō ni tsuite” (Ceramic Appreciation), Okuda characterized ceramics as sharing the 
individualistic and dynamic qualities of the literati painting (Fig. 58) as opposed to the 
realist style of the Maruyama Shijo School (Fig. 59).280 While acknowledging the artistic 
merits of the two different styles in painting respectively, Okuda described how 
appreciating the beauty of glaze and clay in ceramics is like enjoying the metamorphosis 
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of shape in literati painting.281 Okuda argued that artistic quality in ceramics could be 
achieved only when the natural form is freely expressed through mastery of technique. 
Apparently, he believed that the primary goals of paintings lie in conveying the inner 
qualities of a painter and expressing their own spirits rather than painting the outward 
appearance of a landscape from life. In this light, Okuda asserted that ceramics, neither 
literally figural nor realistic, can generate pleasure. Okuda also paid attention to the 
relationship between sculpture and ceramics. He described that they are like “brother arts” 
(kyōdai geijutsu) as both being three dimensional and haptic.282 The difference was found 
in their size or scale – as Okuda classified and called ceramics “small art” (shō bijutsu). 
In asking for a discussion of ceramic appreciation, Okuda first raised a question 
by calling attention to how we can perceive ceramic among the categories of bijutsuhin 
(fine art), kottōhin (antique), kōgeihin (craft), and kōgyōhin (industrial products).283 
Okuda gives a brief definition of each; the so-called “fine art” refers to painting, 
sculpture, and architecture; “antique” is rare (in quantity), historical, and interesting; 
“industrial products” are intended for utilitarian purpose and thereby they do not 
necessarily have artistic elements; “craft” are artistically oriented to bring pleasure to the 
viewer.284 Okuda contended that ceramic is no pure fine art, but a mixture of craft 
(artistic) and industrial product (functional) in character. Here, it is worth noting that 
even when Okuda claimed the superiority of ceramics to the major genres of fine arts, he 
did not use bijutsu but chose geijutsu to describe the artistic qualities of ceramics. Indeed, 																																																								
281 Ibid., 300.  
282 Okuda Seiichi, “Tōjiki no shumi,” 31.  
283 Okuda Seiichi, “Tōjiki no kanshō ni tsuite,” 299. 
284 Ibid., 299. 
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the Saikokai’s promotion of the word “artistic ceramic” (geijutsuteki tōji) along with 
“shumi tōjiki” or “kanshō no tōki” should be comprehended as a deliberate decision to 
bestow the artistic qualities on ceramics that are utilitarian, thereby not fine arts. 
Certainly, the word “geijutsu” encompassed a much larger range of highly sophisticated 
skills and the coinage of bijutsu was to narrow it down to the main concern of “beauty.” 
In the Meiji period, the term bijutsu kōgei (meaning “crafts as fine art”) was created to 
add a certain level of artistic quality to kōgei and elevate its status equal to painting and 
sculpture. However, the use of these two words in reality was still confusing and 
unsettling with respect to the questions such as whether kōgei is art or the utilitarian 
beauty of kōgei can be considered as fine art.285 
 
Ceramic Appreciation 
 
In “Tōjiki no kanshō ni tsuite” (1922), Okuda defines “artistic appreciation” 
(bijutsu teki kanshō) as one of human perceptual activities from body to mind, from 
sense to mental activity, through the sense organs.286 He added that appreciation should 
be distinguished from “recognition” – to recognize what it is or distinguish an original 
from a fake. Among the five traditionally recognized senses, Okuda emphasized using 
the qualities of using sight, taste, smell, and touch to appreciate the art. According to his 
account, the eye first takes notice of external things such as color, shape, and glaze of 
ceramics. Here, Okuda argues that human eyes naturally react better to appreciate the 																																																								
285 Satō Dōshin, Modern Japanese Art and the Meiji State: the Politics of Beauty, 192. 
286 Okuda Seiichi, “Tōjiki no kanshō ni tsuite,” 300.  
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curve lines more readily than straight lines.287 He reasoned that as our own bodyline 
(silhouette) represents the curve, it is effortless and inevitable for us to take pleasure in 
appreciating the curved line. Then comes touch to complement the eye especially when 
we appreciate three-dimensional artifacts. Finally, he argued that art appreciation 
mediated through all these senses would invoke pleasure; therefore, it elevates the mind 
and ameliorates society. Okuda explained ceramic appreciation in detail as follows: 
 
“Let me talk about how to enjoy ceramics. First of all, it is about ceramics’ grace 
and dignity. A ceramic as a solid object is well formed. As it is a man-made object, 
each work is a reflection of a human being and one’s spirit. In comparison with 
pure arts such as paintings and sculptures, there may be a different degree to which 
one’s life is reflected on ceramics, but it is definitely expressed in this form. There 
are many cases when pure arts do not directly mirror an artist’s spirit, but they do 
show to some degrees…The large-sized and strong Ido tea bowl (Fig. 60) has the 
first rate dignity…Kōetsu’s tea bowl (Fig. 61) displays a large scale and strength 
and this is an expression of his dignity. This is quite a different taste from 
Ido…Ninsei’s tea bowl is overflowed with refined and elegant beauty of a 
lady…Secondly, we appreciate the shape of ceramics. There are two types of 
shapes in ceramics. The one to please an eye and the other suited for a use. The 
shape to view and use. It is essential to differentiate those two. Raku bowls do not 
have a beautiful shape, but once we drink out of them using our palms, then we can 																																																								
287 Ibid., 301. 
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no longer drink from other tea bowls. Because they are made in a pleasing shape 
for drinking. The beauty of objects cannot be grasped with the eye for appreciation. 
There is a beautiful shape to touch…when we appreciate ceramics pleasing to 
touch, we do not use vision along but there will be a collaborative activity of multi–
senses including tactile and locomotive organs. Functional objects do not always 
need decoration, but ceramics for viewing would need them. Of course, decorations 
are secondary to a shape of vessels…Third, we appreciate what made ceramics – 
materials. That is, the beauty of glazes and clays…”288         
 
The union of a ceramic and its viewer is one of Okuda’s main points in ceramic 
appreciation. As a result, this true appreciation makes the ceramic live – to the level of 
“spirit resonance and life animation” (qiyun shengdong in Chinese). Okuda further 
proposed that the achievement of energy resonance in ceramic can be conceived in terms 
of the viewer’s receptivity. As Okuda regarded that a ceramic has an organic character, 
he believed that both unity and harmony (tōitsu chōwa) of each part or feature as a whole 
are required for art. Okuda characterizes this quality in art as being rhythmic vitality.289 
Further, he wrote if one appreciates art from an ideological viewpoint, the viewer’s 
sympathetic resonance with art becomes in harmony with intuitive apprehension; for 
instance, when seeing a Tenmoku tea bowl, we appreciate both its outer and inner beauty 
																																																								
288 Okuda Seiichi, “Tōjiki no kenkyū to kanshō” (Ceramic Research and Appreciation), 
in Tōki kōza Vol. 3 (Tokyo: Yūzankaku, 1938), 23–25.  
289 Okuda Seiichi, “Tōjiki no kanshō ni tsuite,” 303. 
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within it.290 Okuda notes that the viewer’s awareness of the aspects of the world or past 
experiences incited by particular linkage with the tea bowl alters the way one meditates 
on it.  
Interestingly, Okuda related the ceramic appreciation to qiyun shengdong (“spirit 
resonance” in Chinese), the first of six laws of painting postulated by the early-sixth-
century painter, Xie He.291 In a metaphorical sense, qiyun (spirit resonance) referring to 
the inner nature or sensibility of the painter can be animated in representation as 
image.292 Interestingly, Okuda borrowed this primary concept or requirement of Chinese 
painting to explain his own theory regarding ceramic appreciation. According to Okuda’s 
argument, “spirit resonance” and “life animation” can be generated when one meditates 
by aligning oneself with the substance of the ceramic. Ultimately, Okuda attempted to 
extend the parameters of appreciating ceramics on two levels: first, he proposed 
ceramic’s capacity for meditation like another medium – painting: second, his concept of 
appreciation gave special meaning to individual interpretation. That is to say, as one 
meditates, connectivity with the medium (ceramics) generates energy resonance. 
Essentially, Okuda believed that viewing of the ceramic initially informs its 
representation (shape, glaze, or color), and then it is connectivity that makes the ceramic 
alive (which is indeed both process and product of the art appreciation). Earlier, Okakura 
also wrote about art appreciation in The Book of Tea and remarked, “We must remember, 
however, that art is of value only to the extent that it speaks to us.” In explaining this idea, 																																																								
290 Ibid., 303. 
291 Ibid., 303.  
292 Jonathan Hay, “Interventions: The Mediating Work of Art,” The Art Bulletin Vol. 87 
(September 2007): 451–452. 
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Okakura borrowed the famous words of the tea master, Kobori Enshū (1579–1647); 
“Approach a great painting as thou wouldst approach a great prince.”  
One can argue that Okuda’s emphasis on the role of a viewer in art has a Hegelian 
resonance. It is evident that Okuda’s research is infused with late nineteenth century 
European and American ideals about “oriental ceramics” and its appreciation. As his 
writings featured in Tōji (Oriental Ceramics) show, Okuda was attuned to the language of 
Western aestheticism on “oriental ceramics” and had considerable knowledge of both 
public and private ceramic collections in Europe. Although difficulties arise from 
Okuda’s limited citation of sources in his research and publications, his ceramic history 
needs to be set against the backdrop of nineteenth-century developments in aesthetics, art 
history, and philosophy in the West.  
Intriguingly, his ideas about ceramic appreciation struck a responsive chord with 
those of the Austrian art historian Alois Reigl (Fig. 62, 1858–1905). Riegl articulated the 
human perceptual relationship with artifacts mediated by the vision, the touch, and the 
mind.293 He asserted that an eye could deliver the information of external things; the 
fingers could detect impenetrable points; and finally it is only through the mind that these 
immediate perceptions are collected and awareness of the artifact is generated. This 
thought process itself was art appreciation for Riegl. In the same vein, Okuda put great 
emphasis on vision (eye) and touch (palm) as the major senses by which to appreciate 
ceramics. Through these sense perceptions, he further argued that one can achieve 																																																								
293 Cited in Michael Gubser, “Time and History in Alois Riegl’s Theory of Perception,” 
Journal of the History of Ideas Vol. 66 No. 3 (July 2005): 469. Alois Riegl, 
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pleasure (mental activity) in appreciating and it enlivens the artifact.  
Okuda’s preoccupation with a curved line and dimension can be linked with 
Riegl’s emphasis on “rhythm.” In Problems of Styles, Riegl wrote that “all other aspects 
of beauty in works of visual art are simply particular modes of the expression of 
rhythm.”294 Rhythm for him was the main focus in appreciating art. In his efforts to 
articulate rhythmic composition as the basis of artistic form, Riegl linked this idea to 
aesthetic perception experienced as the eye moves from point to point. Moreover, he 
asserted that while gazing at the rhythmic modes of expression, a viewer cannot simply 
perceive but must connect with the artwork. Okuda also argued that all individual form 
(silhouette) in art works as well as the human body constitutes rhythm and appreciation 
of this rhythmic expression generates pleasure.295 He placed emphasis on the beauty of 
the curving line as being most provocative, interesting, and natural when the artifact was 
appreciated visually. Over the long span of his research on ceramics, Okuda repeatedly 
described the beauty of rhythm and curves in the artifacts and the very prevalence of this 
notion underscores its importance to his thinking.     
 
Practical Function: “Beauty in Action” 
 
In ceramic appreciation, Okuda particularly focused on utilitarian value as the 
unique feature of appreciating ceramics. Okuda argued that a viewer must not only see 																																																								
294 Cited in Michael Gubser, “Time and History in Alois Riegl’s Theory of Perception,” 
469. Alois Riegl, Spätrömische kunstindustrie, 396. 
295 Okuda Seiichi, “Tōjiki no kanshō ni tsuite,” 301. 
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but also use ceramic vessels in order to fully appreciate their virtue. In this regard, he 
created the distinctive criterion of utility for ceramic appreciation that encapsulates the 
traditional value in chanoyu. As discussed in the previous chapter, Okuda propounded a 
set of utilitarian qualities such as comfort, ease, safety, and adaptability as essential parts 
of ceramic (tea bowl) appreciation.296 In other words, the act of touching a ceramic can 
expand one’s experience to gain awareness of the impenetrable. Apparently, Okuda was 
not alone in celebrating utilitarian aspects of ceramics. Yanagi Sōetsu was also interested 
in this idea and further developed it in his mingei aesthetics, as he believed that “the 
functional and the beautiful coincide in terms of crafts.”297 However, in the discussion of 
appreciating practical function in ceramics, each approached from a different perspective. 
While Okuda approached this idea of utilitarian value from a viewer’s (haptic) 
experience with ceramics, Yanagi deployed the aesthetics of use in the service of 
people’s life. In fact, the practical and decorative aspects of ceramics continued to be the 
center of discussions in determining the medium’s artistic status. In 1933, when the 
Jitsuzai Kōgei Bijutsukai (Existing Crafts Art Society) was founded by members of the 
Mukei (Formless) group with leading figures including Takamura Toyochika (Fig. 63), 
one of the major concerns for the group had to do with the idea of “function equals 
beauty” (yō souk bi).298 The group stressed the match of functional beauty and modern 																																																								
296 Ibid., 305. 
297 Cited in Yuko Kikuchi, “The Myth of Yanagi’s Originality: The Formation of 
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life to support the validity of their artwork contingent to the present rather than 
conceptual and detached from life.  
 
From Kokka to the Saikokai 
 
 Okuda’s article first appeared in Kokka in 1915 and he contributed about forty 
articles until 1951.299 Inevitably, the early works that Okuda set out to write and publish 
in Kokka show the range of his research interests as can be seen in “Kutani yaki no 
enkaku” (The development of Kutani ware, 1916), “Chaki no kanshō ni tsuite” (1918), 
and “Nihon shumi tōjiki no hattatsu” (1919). It was from 1923 that Okuda’s activity in 
the Saikokai peaked in the Taishō period.300 In the first two lectures Okuda contributed to 
the Saikokai, he talked about two different types of Korean ceramics: Unkaku seiji 
(Goryeo inlaid celadon) and Chōsen mishima (Joeson period slip-decorated stoneware). 
It is apparent that his two Saikokai lectures in 1923 were largely derived from a series of 
articles titled “Chōsen no tōjiki ni tsuite” (Korean Ceramics) appeared in Kokka. While 
he did a general survey of Korean ceramics in Kokka, his Saikokai lectures focused on 
two subjects (Goryeo celadon and mishima) and developed much–detailed notions about 
how to appreciate the artistic qualities of each genre of ceramics. Okuda continued to 
write for the journal Kokka and the Saikokai, but it was only in 1923 when he wrote 
about the same subjects at the same time. This invites careful examination of those two 
																																																								
299 See the bibliography of Okuda Seiichi.  
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works in terms of comparing his different interpretative approaches. First, let us take a 
look at Okuda’s classification of mishima in Kokka.   
 
“There are three main decorative methods used in so-called “mishima” (Fig. 64): 
the technique of creating a surface with stamped patterns, or with incised designs, 
or with both…many pieces of mishima bear characters inscribed on their surface. 
Inlaid inscriptions of the office names, Jangheunggo, short for Gwangju 
Jangheunggo, as well as Yebin, Naeseom, Naecheom yeokinsi, and so forth appear 
on Mishima…consequently, Korea’s native technique and the Song China style 
decorative method combined together brought mishima into being…    
Hakeme (Fig. 65) is a simplified version of decoration for mishima…its 
appealing quality can be found when the rhythmic pattern on hakeme stays intact 
after firing. This feature can be best observed in Korean-origin hakeme. In Japan, it 
is emulated in the areas such as Karatsu, Utsutsugawa, Taishu [Tsushima], and 
Kyoto. However, it is impossible to find any examples that have Korean hakeme’s 
dynamic quality created by the sweep of a coarse brush.  
Recently, Suwa Sozan of Kyoto created delicate hakeme and he used 
materials from Korea. What matters the most for hakeme is the relationship 
between the glaze and the firing temperature. That means that technical skill is not 
always the matter. The use of quality materials is essential in crafts, especially 
ceramic production.     
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 Unlike other mishima types coated with white slip, hori–mishima (Fig. 66) has 
the entire surface carved away except select motifs…in terms of decorative 
methods, it became gradually removed from the inlaid celadon with cloud and 
cranes and Silla earthenware, thereby it can be grouped together with E-
korai…Rather than being Korea’s unique style, its origin can be linked with 
China’s Song-dynasty Cizhou kiln production (Fig. 67) and there are many fine 
pieces…as discussed earlier, Goryeo celadon was under the influence of the Song 
kiln production and one can observe these features indirectly in E-Korai and 
mishima. That is, it is apparent that mishima displays some characteristics of 
Korean ceramics while reinterpreting the continental influence.”301 
 
As this is an introductory essay about Korean ceramics, Okuda gives a history of 
mishima by discussing stylistic and technical features and locating its origins. 
Importantly, it is noticeable that he dealt with mishima’s history of cultural interaction in 
terms of its relation with the Cizhou kiln of Song China. This attests the fact that while 
Kokka was one of the major platforms in art history for an ideological construction of 
national art, at the same time it served to reframe a history of Asian art based on the 
works extant in Japan. In contrast, Okuda’s main interests in the Saikokai lecture lay in 
describing the artistic qualities of mishima for those who appreciate and collect ceramics. 
Thus, after providing knowledge about mishima such as the origin of its name, technique, 
and decorations, Okuda describe what to appreciate in mishima as a guideline. This is an 																																																								
301 Okuda Seiichi, “Chōsen no tōjiki ni tsuite 7” (On Korean Pottery Part 7), Kokka No. 
391 (1922): 199–202. 
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effective way of emphasizing the role of contemporary viewers while moving away from 
the established norms of chanoyu.   
   
“Next, let me discuss the characteristics and aesthetic of mishima. As mentioned 
before, mishima originally stands out from its decorations. Thus, one cannot say 
mishima without the features of its decoration. As I grouped mishima into three 
categories, I will discuss the designs based on these three. 
 The arrangement of decorations on mishima is not systematic but disorderly. 
When a Korean potter made mishima, the stamped-pattern decoration was executed 
out of order. As can be seen in examples from Seto and Kanazawa, there is no 
surface on mishima pre–slotted for decorations. Rather, the craftsmen in Korea, 
China, as well as Japan, decide where one can apply the decoration and then mark 
that space in four directions. Then, the rest is stamped in two or three rows. This is 
done quite often and it is likely that there was no better ways to create an overall 
well-organized surface. Mishima’s interesting feature is that its decorations are not 
completely off but fit perfectly with the surface. Overall, all decorations work 
together well and become harmonious. And those features are what make mishima 
appealing. 
 Next is hakeme. Hakeme refers to brushed white slip decoration. One can 
observe the dynamic movement of slip designs executed by strong brushstrokes. In 
terms of its materials, white clay and slip, those from Korea are excellent in quality 
whereas hakeme made in Japan does not convey the same feeling of the sharp 
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brushed slip. The poor quality of Japan’s clay fails to demonstrate the textural 
quality. However, with Korean clay, a vivid movement of brushstrokes is visible. 
The surface decoration does not get covered dully, rather it shows a dynamic 
brushwork. The brushed–slip design is executed by the hand of the potter. The 
potter’s brushstroke is an expression of himself. When a brushed-slip decoration 
complements the shape and the potter’s brushwork movement is in harmony with 
the vessel, hakeme reveals its delicate quality. The Korean clay expressly delivers 
this feature. While this tradition died out in Korea, Sozan is excellent in hakeme. 
This is due to the fact that he brought and used clays from Korea. Sozan mentioned 
that hakeme cannot be done with Japan’s clay and this proves that Korean clay is 
durable. At the same time, Japanese works cannot emulate Korean hakeme’s 
unique characters. The brush movement and its decoration that highlight the beauty 
of a shape are key features found in hakeme.   
Next is hori–mishima. Its attractive feature can be found in the incised and 
carved designs on the surface of the vessel coated with white slip. This expressive 
quality brings its unique style alive…hori-mishima displays the most pictorial 
quality and this is quite unique. This makes it easier for even novices to appreciate 
hori–mishima and those whose interests lie in painting appreciation will surely 
understand this…”302 
There is no doubt that Okuda saw the decorations on mishima as the most 
interesting aspects worthy of appreciation: the harmonious union of decorative designs 																																																								
302 Okuda Seiichi, Chōsen mishima no hanashi (Study of Joseon Mishima) (Tokyo: 
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on the surface and the shape of the vessel found in mishima; hakeme’s materiality of 
brushstrokes on the clay; pictorial and expressive qualities in hori-mishima. From the 
fifteenth century, mishima enjoyed a long–standing appreciation in Japan especially in 
the context of the tea ceremony, chanoyu. In contrast to the highly sophisticated and 
polished Chinese imports (kara–mono), mishima along with all Korean-made ceramics 
was embraced and celebrated by famous tea masters such as Sen no Rikyū in the 
conceptual framework known as ‘wabi’ (rustic simplicity). However, as Toru Yōda 
argues in Kindai no bijutsu to chanoyu (Modern Art and Chanoyu), it was not until the 
Shōwa period that modern scholarship on wabi was firmly established and its use in art 
history became widespread.303 As can be seen above, Okuda was particularly concerned 
with interpreting visual qualities of mishima such as decorative techniques, materials, 
and designs for a contemporary viewer.  
 
“Japanization” (Nihonka) in Japanese Ceramics 
 
At the heart of Okuda’s ideal value in ceramics was the notion of “Japanization” 
(nihonka).304 Okuda in “Nihon shumi tōjiki no hattatsu” (The Development of the 
Japanese Style of Ceramics, 1919) used the words, nihon shumi (Japanese style), nihon 
deki (Japanese), and nihonka (Japanization) interchangeably and posited Japanese style 
or unique style (tokushona shumi) as words of opposite meaning to imitation (mohō).305  																																																								
303 Yōdu Toru, 34–36.  
304 Okuda Seiichi, “Nihon shumi tōjiki no hattatsu,” 384. 
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The wide use of shumi in the art domain of the early twentieth century contained subtle 
discrepancies, depending on the particular contexts and narratives, which require a 
nuanced treatment of “reading.” 
Prior to the transplant of the modern historical worldview, Japan’s “Other” was 
China (which had been the center of Asia and the world). Historically, the ideological 
axis of the native versus foreign art in Japan led to the construction of a boundary 
between yamato (Japanese) art and kara–mono (Chinese objects). Okuda’s use of the 
term “Japanization” signaled that with Western powers’ advances, the center of Japan’s 
worldview was no longer set on China. In this light, Okuda’s ceramic studies offered an 
elaborate theory that defines a Japan-centered order in Asian civilization where there is 
no dividing line between cultural inside and outside within Japan’s territory. He dealt 
with Chinese and Korean ceramics in light of the ways in which Japan adopted and 
reinterpreted them in a unique Japanese style. Okuda’s thoughts on Japanization in the 
history of Japanese ceramics can be best observed in “Nihon shumi no tōji no hattatsu” 
(1919) featured in Kokka. It is significant to mention that its main theme resonates with 
Ōkōchi’s Saikokai lecture titled Nihon tōjiki no bunruihō (Classification of Japanese 
Ceramics, 1920). This attests to the fact that Okuda and Ōkōchi as two leading figures of 
the Saikokai shared ideas and developed them together. In “Nihon shumi no tōji no 
hattatsu,” Okuda presented a comprehensive view of Japanese art by describing it as 
initially under the influence of the continental culture and argued that after mastering the 
copies of the Chinese and Korean styles, Japan was able to create its own innovative art 
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beginning in the Heian period.306 
 
“…When arts of the Sui and Tang dynasty were brought to Japan via Korea, 
Japan’s first task was to copy and master their techniques instead of developing its 
own unique features. It was not until the Heian period when the contacts with 
China were greatly reduced with the fall of the Tang dynasty, that for the first time, 
native characteristics grew… Katō Shirōzaemon, born in 1202 (Kennin 2), 
followed the Zen monk Dōgen to Song China. He studied ceramic techniques there 
and when he came back to Japan, he spread the methods of ceramic manufacture in 
several regions. Then the Seto kiln came into being and its ceramic production was 
largely under the Song China style… 
The Momoyama period is an era for national awakening and the revival of culture 
and arts…this is when Japanese style painting was born and Hon’ami Kōetsu and 
Tawaraya Sōtatsu developed their signature characteristics through the revival of 
techniques. It is also interesting to mention the ceramic trend from Kakiemon to 
Ninsei. Kakiemon’s works use a milky surface that shows delicacy in blue and 
white and can be compared with the works from the Ming and Qing official kilns. 
The shape and delicate techniques of his works may be singled out, but the most 
distinctive feature can be found in the decoration. It applied paintings. Its glaze is 
almost the same as that of Ming’s Jiajing and Wanli periods and Qing’s Kangxi 
period. It also uses the decorations of grass, trees, animals, and birds that often 																																																								
306 Okuda Seiichi, “Nihon shumi tōjiki no hattatsu,” 382. 
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appear in Ming and Qing ceramic production. Nevertheless, the placement and 
combination of these motifs display a unique Japanese style…Ninsei’s works are 
more compelling manifestations of Japanese style…one can find a gracefully 
curved surface on his tea jars and water jars and there is a beautiful silhouette in his 
tea bowls….Their appeal has the same effect as the lines executed by Sōtatsu and 
Kōrin. It can be said that Sōtatsu and Kōrin brought a revival of the Japanese style 
in the Tokugawa period. In the ceramic world, Ninsei with his works manifested 
the Japanese style.  
 It is been known that Ninsei studied Kano style painting. Judging from 
examples such as the jar with a bird design from the Kawasaki family, the Mt. 
Yoshino jar from the Kyōgoku family, the jar with landscape and waterfall design 
from the Hara family, as well as from some other water jars, we can detect Kano 
style traits in the decoration on Ninsei’s works (Fig. 68). However, one can also 
observe that Ninsei developed his own style, which reveals Japan’s unique 
characteristics. His use of colored glazes reminds one of the boneless painting 
method and the colored decoration uses gold and silver powder. This puts his 
works in the same position of Sōtatsu and Kōrin’s paintings…when we discuss the 
harmony between the contours of the body and the decoration as one of Ninsei’s 
characteristics, it is such a unique quality that cannot be found in other works. It 
was Kenzan who inherited this painterly decoration influence. It is apparent that 
Kenzan looked up to Ninsei as a model. The style developed from Kakiemon to 
Ninsei to Kenzan, continued to flow into Kiyomizu and by the time of Nin’ami 
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Dōhachi (1783–1855), one can see more vivid colors on ceramics. Nin’ami after 
Ninsei became a great potter. In sculpture, Unkei’s position in relation to Jōchō is 
comparable. Among the works of Unkei, one can trace the technique in the style of 
An’ami [Unkei’s brother] to some extent. However, when you appreciate, you are 
forced to experience Nin’ami’s excellent talent. Unkei’s clever technique displays 
the knife’s movement with perfect freedom (Fig. 69). In comparison, Nin’ami 
demonstrated a warping technique on a hand wheel. He emulated Ninsei, followed 
Kenzan, visited Raku, and collected blue and white porcelain imported from 
Jingdezen. During this process, he developed his own characteristics. This was an 
effort to surpass Ninsei in technique. Like Nin’ami, we shall not forget about 
Eiraku Hozen [1795–1854). In comparison with Nin’ami, there are some missing 
points in his delicacy, but he gradually won a solemn taste… 
In ceramics, Kakiemon’s Japanese style was transferred to kilns in 
Nabeshima and that’s how Ōkawachi porcelain was born…Ninse’s style was 
inherited by Nin’ami and it was conveyed to the Satsuma kilns….From the Meiji 
period, Western art influence took over the ceramic scene in Japan and brought 
chaos. The Japanese style peaked with Kakiemon and Ninsei and its traces faded in 
some parts of Awata and Arita kilns. And contemporary and new Japanese style is 
about to be abort in this process. We need to wait for the future of the ceramic 
world with keen interest. How interesting to know the course of ceramics 
development…”307  																																																								
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Both Okuda and Ōkōchi credited Katō Shirōzaemon as the first Japanese potter 
and founder of the Seto kiln production. Within the four groups of Japanese ceramics – 
Seto, Korean-origin, Imari, and Ninsei group – that Ōkōchi classified, Okuda highlighted 
the “names” of individual potters starting from Kakiemon to Ninsei to Dōhachi and 
building a lineage among them. It should be noted that this focus on individual potters 
and their masterpieces was a departure from the ways that the eighteenth-century 
catalogues of famous tea implements described generic styles of different kiln 
workshops.308 Also, it is interesting to note that Okuda did not pay much attention to the 
Raku family potters even though he argued that Japan’s unique style in ceramics was 
borne out of the warrior culture, chanoyu, and the literati tradition.309 Like other 
contemporary scholars, Okuda employed tea culture to construct a modern identity for 
Japanese ceramics. In the beginning of “Nihon shumi no tōji no hattatsu,” he classified 
tea bowls largely into the three major groups – Chinese (tenmoku), Korean (Ido, hakeme, 
mishima, and so forth), and Japanese (raku) – and argued that it was after mastering the 
copies of the Chinese and Korean styles, Japan was able to create its own innovative art 
beginning in the Heian period.310 Okuda praised Raku wares especially by Hon’ami 
Kōetsu and Ōgata Kenzan. He asserted that Kōetsu made the most artistic Raku tea 
bowls (Fig. 70) and Kenzan’s Raku tea bowls are the most decorative and colorful (Fig. 
71).311  																																																								
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Both Okuda and Ōkōchi celebrated Ninsei’s contribution to the history of 
Japanese ceramics for his creative energy and stylistic innovation. Okuda celebrated 
Ninsei’s status as equal to that of Hon’ami Kōetsu and Tawaraya Sōtatsu. The renowned 
calligrapher and connoisseur Kōetsu collaborated with Sōtatsu, and together they played 
a leading role in the revival of yamato-e themes from literature such as the Tale of Genji, 
the Tales of Ise, and the poetry of the thirty-six great poets of ancient times (Fig. 72). 
Kōetsu, who himself practiced the tea ceremony, was also involved in making pottery. 
Sōtatsu is known to be a founding figure of the Rinpa style (literally, meaning the school 
of Rin – taken from the art name, Ōgata Kōrin, Fig. 73). Rather than a continuous lineage 
of masters and disciples, the rinpa artists allied themselves in depicting themes inspired 
by classical literature and sharing certain stylistic characters such as lavish use of bold 
colors and gold and silver. Okuda described Ninsei as the pioneering figure in the history 
of Japanese ceramics who translated the Rinpa School’s courtly elegance into 
ceramics.312 Indeed, Ninsei’s major patrons were members of the imperial family and his 
works are distinguished by vibrant surfaces of colors in combination with gold and silver, 
reminiscent of Heian period art.313 Okuda also praised the works of Ōgata Kenzan as a 
justifiable heir to Ninsei. Through the collaboration with his elder brother, the painter 
Kōrin, Kenzan produced many works decorated with designs alluding to Heian literature. 
Unlike Ninsei, Kenzan was not a trained potter but had the capacity to explore artistic 
creativity with the medium of ceramics. In turn, he put a particular emphasis on surface 
designs and developed Ninsei’s pictorial and expressive décor into another level.  																																																								
312 Okuda Seiichi, “Nihon shumi tōjiki no hattatsu,” 384. 
313 Christine Guth, Art, Tea, and Industry: Masuda Takashi and the Mitsui Circle, 61.  
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Okuda’s conceptual basis for the term, “Japanization” was constructed in terms of 
its relationship to the West. As Okuda discussed the importance of chanoyu in the 
development of Japanese style ceramics, he emphasized Japanese creativity, which 
formulated an eclectic aesthetic with Chinese, Korean, and Japanese arts and 
reinterpreted them in a distinctive style. In this process, the history of Japanese ceramics 
became equal to that of Asian ceramics as an integrated whole. At the same time, this 
creation of Japanese and Asian ceramic history was envisioned in opposition to the 
history of Western art. As quoted above, Okuda made a concluding remark about the 
current state of Japanese ceramic manufacture under the West’s threatening challenges 
and how important it was to know Japan’s unique ceramic tradition. This narrative was 
based on the idea that one should learn from the past and with that knowledge, one could 
further advance to the present.  
 
In conclusion, Okuda used the Western rhetoric of the fine arts as an antidote to 
the orthodox tradition of chanoyu that had fettered ceramics (notably the concept of 
meibutsu, “famous” tea utensils). At the same time, he incorporated the artistic merits 
recognized by chanoyu such as “touch” (tactile qualities) as crucial elements of 
appreciating art ceramics. The values that Okuda emphasized for appreciation can be 
summarized. Okuda argued that the artistic value lies in a viewer’s perception of and 
connectivity with the ceramic. By identifying the modern historical worldview, Okuda 
contended it is possible to appreciate ceramics with regard to the historical information 
they provide, such as Japan’s long-standing chanoyu tradition. Lastly, he asserted that 
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unlike painting or sculpture, the significance of ceramics lies in its utility. Here, Okuda 
created the new criterion of utilitarian value for the appreciation of ceramics, which fell 
out of Western fine art categories. The critical assessment of Okuda’s ideas on “ceramic 
appreciation” not only gives us a better understanding of the aesthetic and intellectual 
world Okuda was a part of, but also offers an insight into the structure of the era’s 
perception regarding the multifaceted value of ceramics.  		
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CHAPTER 5 
 
 
Tōyō Ceramics – Okuda Seiichi’s Korean Ceramics 
 
 
 
As Okuda began to write about Japanese ceramics in the early 1910s, he 
envisioned the creation of a history of tōyō ceramics in relation to Japanese appreciation 
and in opposition to the West’s history of oriental ceramics. In this regard, Okuda’s 
history of ceramic studies was constructed around the ideological axis of Japan’s modern 
identity formation with regard to the Western imperial powers and the Sino-centric world 
system. Stefan Tanaka’s Japan’s Orient: Rendering Pasts into History (1993) has 
ventured to show how a modern construction and assertion of Japan’s identity coincided 
with the Japanese colonial discourse to locate Japan’s past in Asia (tōyō), essentially 
China, and force its positional superiority achieved from its modernization (or 
westernization).314 However, in this process of redefining Japan’s position in a tōyō 
world, it would be a mistake to overlook the ways that Japan dealt with Korea especially 
after its formal annexation of the country in 1910. As Okuda took up this line of inquiry 
for the Japanese studies of Asian ceramics, he was no exception in the way he responded 
to and benefitted from new opportunities unleashed by on-site archaeological surveys 
and art markets in colonial Korea. The studies by Yuko Kikuch and Kim Brandt have 
shown the peculiarities of Japan’s condition, wherein Yanagi Sōetsu and the Asakawa 
brothers, Noritaka and Takumi created a new category with the discovery of humble and 																																																								
314 Stefan Tanaka, Japan’s Orient: Rendering Pasts into History (Berkeley: University  
of California Press, 1993), 107. 
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cheap Korean (Joseon) porcelain.315 As Kim Brandt argues in Kingdoms of Beauty, there 
has been an unfortunate tendency to single out these central figures of the mingei (folk 
craft) movement from a larger picture of Japan’s engagement with Korea, which 
penetrated a broad spectrum of political, social, and economic life in the metropole.316 
Okuda, as a presiding figure in the field of ceramic studies, inevitably participated in 
dealing extensively and conceptually with Korean ceramics within a tōyō ceramic 
context. Rather, Okuda’s encounter with and treatment of Korean ceramics in the late 
1910 and 1920s set the basis for his pursuit of the task of defining tōyō ceramics with a 
Western audience in mind in particular.  
Okuda’s works on Korean ceramics have been recently brought to attention 
recently by scholars like Jung Eunjin as they examined the works of Yanagi and the 
Asakawa brothers in comparison with the contemporaneous orthodox groups of scholars 
in the field. Okuda’s dealing with Korean ceramics diminished with the passage of years 
and it was not substantial in his whole body of work. Thus, two Saikokai lectures and 
nine Kokka articles in the 1920s were exceptional. In this chapter, I scrutinize Okuda’s 
specific interpretive narrative and appreciation theory applied to Korean ceramics – 
particularly Goryeo celadon and mishima – that offered a starting point for shaping his 
study of “art ceramics” for appreciation and establishing a history of tōyō ceramics. 																																																								
315 See Yuko Kikuchi, “Korea: The Beauty of Sadness,” in Japanese Modernisation and 
Mingei Theory: Cultural Nationalism and Oriental Orientalism (London and New York: 
RoutledgeCurzon, 2004) and Kim Brandt, “The Beauty of Sorrow,” in Kingdom of 
Beauty: Mingei and the Politics of Folk Art in Imperial Japan (Durham: Duke University 
Press, 2007): 7–37. 
316 Kim Brandt, Kingdom of Beauty: Mingei and the Politics of Folk Art in Imperial 
Japan, 6.  
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Okuda’s scholarly inquiry into Korean ceramics was drive by different sets of concerns 
and agendas than those of Yanagi and Asakawa Noritaka. Okuda’s contribution was to 
place Korean ceramics (kōrai-mono) in the discourse of ceramic appreciation in a 
modern sense for the first time and give it the ahistorical character of the Korean national 
essence discovered by Japanese consciousness.  
 
The Korea Problem in the 1920s 
 
From 1919, Okuda became increasingly engaged with Korea and set out to write 
about Korean ceramics. It is no surprise that this time span overlaps with a five-year 
period (between 1919 and 1924) of Yanagi’s preoccupation with colonial Korea. In 
Korea, the year 1919 marked a turning point as the nine years of brutal colonial 
oppression culminated in the March First Movement (samil undong).317 This mass 
demonstration of declaring independence from Japan prompted the Japanese colonial 
authorities to reconsider their policies and brought out the Korea Problem (Chōsen 
mondai) into the public realm.318 With deepening colonial engagements in East Asia, 
Japanese consciousness of imagining its empire grew from a top-down level and Korea 
in particular had a unique place in the political, social, and economic life of the 
metropole. As a sign of shifting away from unsuccessful “military rule” (budan seiji, 																																																								
317 Kim Brandt, Kingdoms of Beauty: Mingei and the Politics of Folk Art in Imperial 
Japan, 22. 
318 Andrew Schmid, “Colonialism and the ‘Korea Problem’ in the Historiography of 
Modern Japan: A Review Article,” The Journal of Asian Studies Vol. 59 No. 4 
(November 2000): 960. 
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1910–19), Admiral Saitō Makoto was appointed as the new governor-general of Korea. 
He launched an era of “cultural” rule (bunka seiji; 1919–31) and it coincided with 
nationalist cultural reforms that underpinned Korean art essential to legitimate Japan’s 
colonial power as one of major strategies.  
Against this backdrop, Yanagi and the Asakawa brothers (Fig. 74) led the 
intellectual currents in evaluating new types of Korean ceramics (so-called “Lee 
porcelain” types) through their advantageous positions in colonial Korea.319 Yanagi’s 
views on Korea vividly capture the political and cultural climate of his time when the 
Japanese colonial government withdrew harsh repressive rule and allowed relative 
fluidity and freedom of speech to some extent. Yanagi, already well-known for his 
affinity with the influential Shirakaba (White Birch) art and literary group (act. 1911–
1923) in Japan, appeared to be a philanthropist in colonial Korea through his cultural 
activities to protect the gate of the imperial palace, Gyeongbok Palace and through 
several writings such as “Chōsenjin wo omou” (Thinking about Koreans) in 1919 and 
“Chōsen no tomo ni okuru sho” (A Letter to My Korean Friends) in 1920.320 For instance, 
in the aftermath of the March First Movement, Yanagi first wrote about Korea in the 
article titled “Thinking about Koreans”: 
 
“If we wish for eternal peace between ourselves and our neighbors, then we must 
purify and warm our hearts with love and sympathy. But, unfortunately, Japan has 
dealt with the sword, and offered abuse. Can this possibly give rise to mutual 																																																								
319 Kim Brandt, “Objects of Desire: Japanese Collectors and Colonial Korea,” 722. 
320 Ibid., 724. 
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understanding, or create cooperation, or produce union? Nay, all Koreans feel 
throughout their beings a limitless enmity, resistance, hatred, and separation. It is 
an inevitable consequence that independence should be their ideal.”321  
 
In 1920, Yanagi proposed the idea of building the Korean Folk Art Museum (J. 
Chōsen Minzoku Bijutsukan, K. Joseon Minjok Misulgwan) as the first privately 
developed museum in colonial Korea.322 This project was realized in April 1924 (Fig. 75) 
in an existing building of the former royal palace, Gyeongbok Palace, along with the 
preceding Japanese government-sponsored museums such as the Governor General’s 
Office Museum. The Korean Folk Art Museum can be aligned with Yanagi’s earlier 
anti–colonial campaign for Korea and the threat against its cultural heritage during the 
time of Japanese occupation. Apparently, he conceptualized this museum as a mutual 
space where both Japanese and Korean people could understand each other and build 
friendship through the medium of Korean art.323 While postwar scholarship in Japan has 
constructed a myth of Yanagi as a heroic Japanese elite who fought against Japanese 
military imperialism and colonial rule, it is evident that Yanagi’s cultural activities in 
Korea were inextricably linked to the colonial politics and served as a cultural means to 
justify and legitimate the Japanese control over Korea and its art.  
Okuda first visited Korea in 1919, although his activity at that time is somewhat 																																																								
321 Ibid., 724. 
322 Kim Brandt, Kingdon of Beauty, 26. 
323 Cited in Kim Brandt, “Objects of Desire: Japanese Collectors and Colonial Korea,” 
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obscure.324 One thing noticeable from his writings at the time is that he mainly studied 
and dealt with Korean ceramics housed in the Lee Royal Family Museum.325 This could 
be from the fact that he did not stay in Korea long enough and had to refer to books 
instead such as the collection catalogue of the Lee Royal Family Museum (Fig. 76 
published in 1912, 1918, and 1932 by the Governor-General’s Office of Korea) as a key 
reference. In fact, it was routine for many colonial Japanese such as Sekino Tadashi to 
visit the Lee Royal Family Museum and later the Governor-General’s Office Museum 
during their stay in Korea. According to Gomiya Mihomatsu – an assistant secretary of 
the royal palace bureau – in the preface of the museum catalogue (1912), the main 
objective of the Lee Royal Family Museum was to offer research materials for scholars 
and exhibit antiquarians’ collection.326   
The Lee Royal Family Museum (Fig. 77, Yiwangga bakmulgwan), the first 
museum in Korea, was created in 1909 along with a zoo and botanical garden as part of 
opening the royal palace, Palace Changgyeong, to the public. When Emperor Sunjong’s 
move to Changdeok Palace was decided upon his succession to the throne, Changgyeong 
Palace was chosen to be renovated as a space of amusement for its proximity to King’s 
residence.327 Gomiya wrote about this process from its inception to realization in 
Catalogue of the Lee Royal Family Museum’s Collection (1912): 																																																								
324 Mori Kōichi, Okuda Seiichi Nenpyō (Chronology of Okuda Seiichi). 
325 For instance, Okuda in a series of “Chōsen tōjiki ni tsuite” in Kokka mainly covered 
the Lee Royal Family Museum’s collection and used the plate of its catalogue.  
326 Park Keri, “Jesil bakmulgwan gwa eowon” (The Royal Household Museum and its 
Origin) in Hanguk bakmulgwan 100 nyunsan (The 100 Year History of Korean Museums) 
(Seoul: National Museum of Korea, 2009), 37. 
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“In the winter of Meiji 40 [1907], Changdeok Palace underwent repairs when 
Emperor Sunjong was making preparations for moving away from Deoksu Palace 
to Changdeok. I was in charge of that construction. After Lee Wanyong – premier 
of the Cabinet – and Lee Yoonyong – minister of the royal palace bureau – saw the 
construction site on November 4th, they came to talk: “Please arrange something for 
the new emperor who will move to this palace so that he can be interested in a new 
life [have a hobby in a new life]. So I accepted the offer and made a proposal. On 
November 6th, as I suggested the idea of building a zoo, botanical garden, museum 
and presented the outline, the minster [Lee Yoonyong] was enthralled by it and 
supported my plan…under the direction of Suematsu Kumahiko and 
Shimokoriyama Seiichi, the museum bought an all-time record of a huge amount of 
Goryeo celadon unearthed at this time for some reason and it also purchased all 
sorts of Joseon artifacts including paintings and Buddhist sculptures. As those three 
projects were underway, His Royal Highness decided to share enjoyment and 
advance knowledge by opening some parts of Changdeok Palace to the public, 
keeping Thursdays for his own viewing. This is how today’s Lee Royal Family 
Museum has become of. On December 27th Taishō (1921), its collection reached a 
total amount of 12,239 artifacts.”328 
  
 According to this record, it is apparent that the Lee Royal Family Museum was 
conceived as a site of both royal and public entertainment. Concurrently, opening the 																																																								
328 Gomiya Mihomasu, “Jogon” (Preface) in Riōke hakubutsukan shozōshin shashinchō  
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royal palace of the fallen Joseon dynasty to the public and rearranging their architectural 
space and function as an art museum made a great impact on the public minds to be 
reminded of Japanese colonial authority. This first museum in Korea established by the 
Japanese colonial power accumulated its art collections through donation, purchase, and 
archaeological excavations.329 As Gomiya Mihomatsu notes, it is no exaggeration to say 
that the museum’s Goryeo celadon collection in particular was largely derived from 
newly excavated artifacts. For instance, Suematsu acquired shards and discarded pieces 
unearthed from the Goryeo celadon sites in Gangjin, Jeon’nam Province (Fig. 78), and 
brought them to store in the Lee Royal Family Museum in 1914.330 Interestingly, 
Asakawa Noritaka’s recollection informs us that Goryeo celadon had fallen into 
obscurity until its burial and kiln sites were discovered and excavated in the early 
twentieth century.    
 
“Emperor [Gojong] saw it for the first time and asked, “Where is this celadon 
from?” Itō [Hirobumi] replied that it was made in Goryeo Korea. Then the king 
said, “Celadon like this cannot be found in Korea.” Itō was not able to answer back 
and kept silence. You know, he could not have said that it was dug out of the burial 
mound…”331  
 This was the occasion when Itō Hirobumi (Fig. 79, 1841–1909) accompanied the 
Korean emperor in the viewing of Goryeo celadon displayed at the Lee Royal Family 																																																								
329 Park Keri, 49. 
330 Mok Soohyun, “Iljeha bakmulgwan eu hyungseong gwa eumi,” 25.  
331 Ibid., 106–7.  
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Museum. This testifies that Goryeo celadon of the former dynasty was already forgotten 
in the late nineteenth century. However, in another case in 1884, Horace N. Allen (1858–
1932), a physical and diplomat from the U.S. to Korea, received a Goryeo celadon from 
King Gojong – a little gray dish carefully wrapped up and encased in a lacquer box after 
he saved the life of Min Youngik (1860–1914) – the queen’s nephew in 1885.332 These 
incidents bring us to questions such as to what extent the Joseon (Korean) emperor 
indeed oversaw and was responsible for the formation of the Lee Royal Family Museum. 
If he or the royal palace bureau had no voice in this, why was it named “the Lee Royal 
Family Museum”? Was it a royal collection per se or a public/national collection? As 
Soohyun Mok points out, the name itself gives us the impression that its collection 
belongs to the royal family.333 However, there is little mention of the Lee Royal Family 
Museum in Emperor Sunjong’s annals during this time leading us to believe that the 
Joseon emperor did not exercise much control over its establishment and operation.334 In 
fact, there was no fixed name given when the museum was first proposed and conceived 
as a part of other facilities – a zoo and botanical garden – in Changdeok Palace. Once, it 
was called “Royal Household Museum” (Jesil bakmulgwan) in the newspaper Daehan 
Maeil Shinbo in 1908.335 Elsewhere, it was named “Royal Palace Bureau Museum,” “The 
Museum of Changeok Palace,” “The Museum in the Back Yard,” and so forth. In fact, 
the term “Lee royal family” instead of “Lee imperial family” was purposely intended to 																																																								
332 Charlotte Horlyck, “Desirable Commodities – Unearthing and Collecting Koryō 
Ceramics in the Late Ninetheenth and Early Twentieh Centuries,” Bulletin of the School 
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334 Ibid., 21.  
335 Ibid., 27. See Daehan Maeil Shinbo, January 9, 1908. 
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demote the status of Emperor Yung-hui (Sunjong) and it reflects the perspective of the 
Japanese colonial regime, which had already taken over the Korean monarchy. 336 
 
Goryeo Celadon Collecting Boom 
  
As the royal artistic patrimony was unknown in Korea prior to this time, the Lee 
Royal Family Museum’s collection offers an insight to measure the state of the art 
market and archaeological surveys initiated by the Japanese colonial power. Especially in 
the ceramic section, the main focus of the museum’s collection, the two categories, 
Goryeo celadon and mishima/buncheong reflected Japanese taste in collecting Korean 
ceramics. Inseparable from this museum construction of ordering Korean arts in a 
manner palatable to Japanese predilections, Korean ceramic history took shape at the turn 
of the century. As quoted above in the case of the Joseon emperor, Goryeo celadon was 
forgotten with the passage of time and it was only after they were collected and displayed 
in the Lee Royal Family Museum that the Goryeo celadon tradition finally became part 
of Korean art history. The new discoveries of kiln sites started in Gaesung and then 
expanded to Ganghwa and Haeju. Spurred by Japanese interest and demands, a lucrative 
market was created and instigated further illegal mining and damage to the burial and 
kiln sites of Goryeo celadon. Evidently, the Lee Royal Family Museum was at the center 
of this: 
 																																																								
336 Ibid., 27. 
	155 
“Since January of 1908, we put all efforts into collecting artifacts to display. It just 
so happens that the art market in Kyungsung [Seoul] was full of archaeological 
findings of ceramics, metalwork, jade and stone wares representing the excellence 
of Goryeo culture. We took this opportunity to buy these excavated artifacts…”337  
 
 A large number of Goryeo celadons came to light throughout the peninsula during 
the Japanese takeover of Korea at the end of the nineteenth century. The unstable state 
led by the reformists’ coup d’état (Gap sin jung byun, 1885) prompted illegal and 
unsystematic mining by grave robbers and the Goryeo-dynasty mounds were severely 
destroyed by the construction of railways in preparation for the Russo-Japanese War 
(1905).338 The unprecedented discoveries of Goryeo celadon in large quantities even 
allowed the exhibition titled Goryeo Ceramics (Kōrai tōji tenrankai) to be held in 1910. 
Miyake Chōsaku recollected what it was like before the fad for collecting Goryeo 
celadon:  
 
“Prior to the time when Goryeo celadon became a sensation, there was almost no 
one in Kyungsung [Seoul] interested in historical ceramics except for a few 
collectors such as Ayukai Fusanoshin [1864–1946] and Agawa Jūrō [1870–1943]. 
Speaking of antique shops in Kyungsung [Seoul], there was only one store called 
Kondō and a dealer named Takahashi did not have a store but purchased Goryeo 																																																								
337 Cited in Park Keri, 55–56.  
338 Kang Kyungsook, Buncheong sagi yeongu (A Study of Buncheong Ware) (Seoul: 
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celadon and sold them to us. This is quite a different situation from today’s Korean 
ceramic boom.” 339   
 
Prior to this time, strict laws and Confucian morals supported the preservation of 
ancestors’ burial sites in Korea.340 The uncovering of Goryeo celadon in the late 
nineteenth century coincided with the opening of the port, Incheon, to Japan in 1876 and 
the ensuing presence of the imperial force in Korea. As newly excavated and looted 
Goryeo celadon entered the market in colonial Korea, it attracted many collectors 
including both Japanese and Westerners and its artistic and commercial value continued 
to increase. In Catalogue of Japanese Pottery (1901), Morse introduces eighty-seven 
Korean wares in the beginning of his book to show their influence on Japanese ceramic 
production (Fig. 80).341 His collection of Korean ceramics can be divided into three 
groups: “mortuary pottery 1 and 2,” “early glazed pottery,” and “Songdo pottery.” While 
a majority (sixty-three) is devoted to pre-Joseon dynasty, Morse also added later pieces 
(twenty-four) including contemporary works. Apparently, most of the Korean ceramics 
that Morse bought were excavated findings from burial and kiln sites at the time. For 																																																								
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340 Hyungil Pai, 32–33. The Joseon dynasty (1392–1910) government had no interest in 
the burial mounds of the former kingdoms. Due to rigid Confucian ancestral rituals, there 
were official laws to preserve the burials and monuments. Many Japanese archaeologists 
in Korea reported this overall neglect of ancient relics and artifacts. They argued further 
that this ‘unscientific’ attitude of the Joseon literati group (yangban) led the ‘lost’ of 
Korea’s glorious tradition and eventually fall of its dynasty.  
341 In the catalogue, the number of Korean ceramics begins from 1 to 112. However, 
there are some missing numbers and a sub group such as 56 and 56a. Thus, the total 
amount is 87.   
	157 
instance, he bought mortuary and ritual pieces of the pre-modern period from Pierre 
Louis Jouy (1856–94), an American ornithologist from the Smithsonian Institution. Jouy 
was sent to Asia (China, Japan, and Korea) for ethnographic research in 1881 and two 
years later, he relocated himself to Busan, Korea and collected ceramics.342 Morse 
mentioned that Jouy’s ceramic collection was dug out from burial mounds in Dongnae, 
Ulsan, and Daegu – north and south of Busan.343 It should also be noted that four pieces 
of the twelfth century glazed pottery were unearthed from burial mounds near Jemulpo 
which served as a transportation hub shipping ceramics from Gaesung to the west and 
south coasts.344 Interestingly, Morse grouped Goryeo celadon under the name of “Song-
do Pottery.” Songdo, located in Incheon, southwest of Seoul, was a capital of the Goryeo 
dynasty and through the archaeological excavation, numerous Goryeo celadon pieces 
were discovered in this region. Morse verified that the source of this Goryeo celadon 
group was from an American navy office in 1885 from a Korean official in Seoul.345 
Prior to Morse, a British diplomat to Korea, William Richard Carles (1848–1929) 
mentioned ceramics unearthed from Songdo in 1888.346 The illustrations (Fig. 81) 
accompanying the texts offer us a glimpse of so-called “Songdo ceramics” – Goryeo 
celadon vase and ewers. The severely devastated condition of Goryeo monuments and 
burial mounds peaked after 1913 especially in Ganghwado, and was one of the major 
reasons that the Governor-General’s Office promulgated the first law regulating cultural 																																																								
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antiquities in 1916. At the same time, several potters from Japan (especially Kyoto) such 
as Suwa Sozan I (Fig. 82, 1851–1922) were brought to Korea to conduct research on 
historical kiln sites. Later in 1914, a kiln was established in Changdeok Palace for the 
revival of Goryeo celadon and Japanese potters experimented with traditional techniques 
of producing Goryeo celadon.347   
 
The Birth of Scholarship on Korean Ceramics 
 
With the prospect of colonizing the peninsula, the Japanese government lavished 
attention on resources of Korea from the late nineteenth century. Archaeological surveys 
and excavations proceeded at the individual level and and the results were incorporated 
into the discourse for tracing the origin of “Japanese appreciation” of ceramics in Korea. 
The earliest publication on Korean ceramics titled Kokōrai bikon (Traces of Beauty in 
Old Korea, 1900) written by Yamayoshi Moriyoshi, who previously worked at the 
Japanese legation in Seoul, can be typically tied to the age-old norms of collecting 
Korean ceramics in the chanoyu circle.348 The pioneering figures in Korean ceramic 
studies such as Yagi Sōzaburo and Sekino Tadashi emerged in the early twentieth 
century. Yagi from Tokyo Imperial University was sent to Korea from 1900 to 1901 to 
conduct anthropological and archaeological field research on ceramic production and the 
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outcome was published in Kokka under the title, “Korean Art” (1904).349 Sekino Tadashi 
of the Tokyo Imperial University Department of Architecture took a major role in the 
archaeological surveys of Korean art and architectural history with the publication of 
Chōsen kenchiku chōsa hōkoku (The Reports on the Investigation of Korean Architecture, 
1904).350 In 1910, he led surveys and excavations of ancient remains and architecture in 
all parts of the peninsula, which became the basis for Chōsen koseki zufu (Catalogue of 
Korean antiques).  
After formal annexation in 1910, institutional research and excavations of 
historical architectural monuments in Korea began as part of the Japanese colonial 
government’s cadastral surveys for the development of transportation and infrastructure 
construction.351 In other words, Japan’s administration-led surveys served the dual 
purpose of protecting ancient art in Korea and providing a database for the Japanese 
occupation activities. The Governor General’s Office Museum came into being in this 
context. In 1915, the Japanese colonial government held a grand event called by the 
Korean Product Exposition (Fig. 83, Joseon mulsan gongjinhoe), to promote and 
celebrate the ”benevolent contribution of Japanese rule” in the fifth year of occupation of 
Korea (1910–45).352 It took place at the once sacred space of a royal palace – Gyeongbok 
Palace – to display about 40,000 industrial and cultural products made in Korea under 																																																								
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Japanese colonial rule. Juxtaposed to traditional palace buildings, most of the European–
style buildings were newly erected and fell down soon after the Exposition except for a 
two–story art museum built in the area of the Crown Prince (Fig. 84).353 The Korean 
Exposition was first proposed in 1913 and as its preparation began the following year, 
building a permanent building for the museum was one of the earliest works that took 
place.354 After the Korean Exposition ended in October 1915, the proposal for building 
the Governor General’s Office Museum was promulgated, and it was open to the public 
in December. This was the beginning of the Governor General’s Office Museum. 
Terauchi Masatake (1852–1919), the Government-General of Korea, was one of the 
leading figures who proposed the idea of building the museum as a permanent space for 
historical art treasures. Earlier in 1912, Terauchi had met Okakura Tenshin and it is 
likely that Okakura’s advice on the Korea-Japan relationship in art history and the need 
for art museums prompted Terauchi to launch the museum project in Korea.355 Okakura, 
one of the key cultural administrators who had embarked on the Meiji museum 
movement in the 1880s, held the curatorial post at the Museum of Fine Arts, Boston at 
this time. It was then that he formulated the ideas of Asian art in the world art context 
and Japan’s leading role in preserving and studying Asian art.  
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Here, one can raise questions: Why build a new museum? What was at stake? Its 
main objectives are succinctly described in the 1924 guide of the Governor General’s 
Office Museum: 
 
“By collecting all evidence and reference to show Joseon’s policy, religion, art, 
crafts, and all other historical facts, we attempt to search for the origin of the nation, 
reveal the racial characters, and introduce the unique features of craft arts from 
different regions to the world. The display of excellent artifacts will contribute to 
advance the development of new craft arts.”356      
 
The establishment of the Governor General’s Office Museum foresaw the 
promulgation of the Regulations on the Preservation of Ancient Sites and Relics of 
Chōsen (Koseki oyobi ibutsu hōzen kitei) in 1916.357 As a result, the Committee on the 
Investigation of Korean Antiquities (Chōsen koseki kenyūkai, hereafter the CKK) was 
formed as the linchpin of the 1916 laws. Their duties include: 1) to conduct and oversee 
archaeological investigation: 2) to register historical artifacts and preserve or restore 
those in poor condition 3) to publish outcomes of their research and fieldwork.358 The 
museum, the preservation law, and the research committee all worked together for the 
exhibition, protection, and classification of Korea’s national art under the Japanese 
colonial rule. The CKK undertook the five-year excavation plans (1916–21) upon the 																																																								
356 Cited in Mok Soohyun, “Joseon chongdokbu bakmulgwan,” 96.  
357 Ibid. 101.  
358 Hyung-il Pai, 78–79.  
	162 
opening of the Governor General’s Office Museum.359 In 1916, Sekino was appointed to 
join the CKK and undertook archeological investigations in the capitals of former 
kingdoms such as Pyongyang (of Goguryeo) with other core members including Yatsui 
Saiichi, Kuriyama Shu’ichi, and Nomori Ken. The archaeological findings from the five–
year excavation plans made up the most of the Governor General’s Office Museum’s 
collection.360 The call for donation of artifacts to display at the Governor General’s 
Office Museum was announced in May 1917. The majority of donations were made by 
Japanese art dealers and the CKK members including Yamanaka Sadajirō (1866–1936), 
Sekino Tadashi, Imanishi Ryū (1875–1932), Umehara Sueji (1893–1983), and Harida 
Yoshito (1885–1974).361 Apparently, the Governor General’s Office Museum only spent 
around 5,000 won annually from the museum budget and the rest of the spending was 
used for archaeological excavations. This attests to the fact that the Governor General’s 
Office Museum’s collection grew from the transfer of newly excavated artifacts. While 
there is no document to measure the size and content of the museum collection in 1915, 
the 1924, 1932, 1935 museum catalogues point that the museum began with 3308 
artifacts at the outset. From then to 1924, when the five–year excavation was underway, 
the museum added about 9600 pieces of works, and the total amount of its collection 
remained almost the same until 1935.362  
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Okuda’s View on Korean Ceramics 
 
 
Given the nature of the colonial knowledge establishment at this time, Okuda’s 
studies of Korean ceramics were not innocent of political agendas and tensions at stake. 
The opportunities offered by the particularities of colonial Korea invited Okuda to take 
up the task of studying Korean ceramics. Japan’s colonial knowledge produced by the 
Lee Royal Family Museum and the compilation of the CKK-led archaeological surveys 
affected Okuda as primary sources in forming his views on Korea ceramics. Okuda’s 
involvement with Korea had been a long but intermittent one throughout his career. He 
served as a part-time employee of the Governor General’s Office in Korea in 1939363 and 
was responsible for appointing the Wakan (K. Waegwan) kilns site in Busan as an 
important site for preservation in 1941.364 Thus, Okuda’s interest in Korean ceramics 
must be understood within the context of Japan’s “Korea problem” at stake in the 1920s 
and the complex adaption of Western aesthetic canons in reinterpreting the artistic virtues 
of Korean ceramics with international equivalence.   
From1922 to 1923, Okuda wrote extensively about Korean ceramics for the 
Saikokai and journals such as Kokka, Shoga seidan, Shoga Kottō zasshi and so forth. His 
nine articles under the title of “Chōsen no Tōjiki ni tsuite” (On Korean Pottery), featured 
in Kokka from February 1922 to February 1923, are landmark publications for Korean 																																																								
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ceramic studies in Japan and they inevitably encapsulate Okuda’s particular ideas about 
ceramic appreciation. This series slightly preceded the 1922 September issue of the 
Shirakaba (White Birch Society) journal on Joseon Korean Ceramics by Yanagi, 
Asakawa Noritaka, and other peers. Significantly, it is not a coincidence that both Kokka 
and Shirakaba published the Korean ceramic studies in 1922. After a decade of 
oppressive militarism, Korean nationalist resistance brought a new era for cultural 
reforms in Japanese colonial policies. This relatively liberal climate of the 1920s under 
“cultural rule” allowed the advent of newspaper and magazines as well as opening of the 
official art exhibition (Joseon misul jeonramhoe) in 1922. Also, the year 1922 marked an 
important stage for the Governor General’s Office Museum to systematically build its 
connection with archaeological surveys and excavations with the formation of the 
Museum Council (bakmulgwan hyupui hoe).365    
Although Okuda was an influential voice during his time, when it came to the 
subject of Korean ceramics, he thoroughly engaged in conversation with Yanagi and 
Asakawa Noritaka. In the last article of the Kokka series (February 1923), Okuda wrote 
about the history of Joseon porcelain and here, he quoted and introduced Yanagi’s 
research and Korean ceramic collection.366 Apparently, Okuda stayed in opposition to the 
tide of Yanagi’s Richō (Joseon porcelain) boom but was alert to his works and theory. It 
is known that Yanagi first encountered Korean ceramics through Asakawa in 1914 and it 
sparked his interest in discovering a new type of Korean ceramics and elevating its 																																																								
365 Mok Soohyun, “Joseon chongdokbu bakmulgwan,” 113. 366	Okuda Seiichi, “Chōsen no Tōjiki ni tsuite 9” (Korean Ceramics 9) Kokka No. 393 
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status.367 Asakawa, whose nickname was the “patron saint of Korean pottery” (Chōsen 
tōki no kamisama), resided in Korea from 1913, conducted fieldwork at numerous kiln 
sites and had relatively easy access to empirical data.368 To some extent, all of these three 
figures had different agenda and goals in mind as they pursued the study of Korean 
ceramics throughout their careers. To be sure, the focus of Okuda’s research interests in 
Korean ceramics different sharply from Yanagi and Asakawa whose major contribution 
to the field was discovery of the quotidian Joseon pottery en route to the formation of 
mingei movement. It is known that Okuda, whose goal of his ceramic studies was set on 
art ceramics for appreciation, did not sympathize with Yanagi’s interest in humble 
objects like cheap Joseon porcelain.369 Okuda acknowledged that both Yanagi and 
Asakawa were visionary figures in promoting new categories of ceramics for 
appreciation such as Joseon white porcelain. However, he was critical of how they 
privileged Joseon porcelain, thereby overlooking the rest and neglecting a variation in 
Korean ceramics.370  
The different approaches in studying Korean ceramics can best be shown in their 
works published in the same year. The 1922 September issue of the Shirakaba (White 
Birch Society) Journal which includes the articles of Yanagi and Asakawa under the title 
of “Introduction of Joseon Ceramics” can be positioned vis-à-vis Okuda’s 1922–23 
writings “Chōsen no tōjiki ni tsuite” (On Korean Pottery) featured in Kokka. To be sure, 																																																								
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we must recognize that Okuda chose already “museumified” works (such as ones that 
belonged to Lee Royal Family Museum and the Tokyo Imperial Museum) in his articles 
featured in Kokka. These ceramics celebrated under the caategories of “meibutsu” in the 
past and “fine arts” at present were appraised and reevaluated by Okuda in his pursuit to 
establish modern artistic canons for appreciating ceramics. In contrast, Yanagi and 
Asakawa went beyond these existing paradigms and set them apart by creating a new 
aesthetic value (and later through a modern institution such as the Korean Folk Art 
Museum in 1924) that presented once-humble Joseon ceramics as works of art worthy of 
collecting and appreciating.     
Here, Yanagi and Asakawa’s works focused on ceramics of the Joseon period 
while Okuda surveyed the history of Korean ceramics overall. In particular, it can be said 
that Okuda mainly studied three genres of Korean ceramics that enjoyed long–standing 
appreciation in chanoyu under the spell of “kōraijawan” (famous tea bowls from Korea): 
Goryeo celadon, mishima and Ido. Okuda largely divided them into two categories. One 
was Goryeo celadon under heavy influence of the continental ceramic tradition and the 
other was mishima and ido, which Okuda regarded as uniquely Korean. Most importantly, 
Okuda argued that it was the Japanese consciousness that discerned the Korean essence 
embedded in these ceramic types highly regarded and prized in chanoyu. Like many 
Japanese intellectuals of this time, he historicized and underpinned Japan’s creative 
power of appreciating tōyō ceramics especially in the case of Korean ceramic history. 
Then, what did he define to be uniquely Korean? As mentioned before, this idea of 
essentializing Korean ceramics, despite salient evidence of cultural hybrids, had roots in 
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the sixteenth–century chanoyu with the coining of the term, “kōraijawan.” The 
conceptual foundation of this simulacrum called “Korean things” (kōrai-mono) – neither 
Chinese nor Japanese – was developed and expanded from the geo–cultural dualism of 
self (Japan) and other (China). Likewise, Okuda characterized the aesthetics of Korean 
ceramics in opposition to the history of Chinese ceramics as the center of Japan’s “Other.” 
For instance, given the authority of the continental influence in ceramic history, his 
approach to defining Goryeo celadon and mishima was to trace a variety of their Chinese 
precedents, respectively Longquan and Cizhou ware. This is starkly different from 
Asakawa’s discourse in asserting Korean ceramics’ own artistic merits, rather than their 
comparative stance to Chinese ceramics by drawing a line that “Korean ceramics are 
incomparable.”371  
 
Goryeo Celadon with Crane and Clouds Designs (Unkaku) 
 
Conceived as part of the eclectic wabi taste, the term, kōraijawan appeared and 
gained a popularity among the circle of chanoyu practitioners beginning in 1537.372 A 
ten–year period of civil war (1467–77) shook Kyoto and the country at large and it also 
brought severe damage to and loss of renowned tea utensils (meibutsu). When there were 
limited resources of meibutsu, military lords such as Oda Nobunaga and Toyotomi 
Hideyoshi laid their hands on those rare items with their absolute power. As an 																																																								
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alternative, chanoyu participants of the merchant class endeavored to formulate and 
promote new value in the wabi aesthetic. Shifting from the use of grand reception halls to 
small tearooms, the wabi ideal emphasized the simple and rustic qualities in tea vessels 
from lesser–known categories including Korean imports.  
Needless to say, there was a history of collecting Korean ceramics in Japan prior 
to the establishment of wabi in chanoyu. We have archaeological finds of Goryeo 
celadon in northern Kyushu, southwest of the mainland, from the mid–eleventh century. 
Entering the twelfth and thirteenth century, however, it was mainly Kyoto and Kamakura 
– the centers of culture and politics for the imperial and samurai ruling classes – where 
Goryeo celadon wares especially of high-quality work were unearthed.373 This shift of 
consumer groups and locations denotes the elevated status of Goryeo celadon. At this 
time, however, it was categorized under kara-mono (Chinese objects) in a large sense of 
Japan’s “Other.” Katayama Mabi argues that high esteem for Goryeo celadon in Japan 
has to do with its popularity in China – as Taiping Laoren, a scholar of Southern Song 
Dynasty (960–1279) once praised its beauty as “the best under heaven.”374 The 1975 
discovery of the wreck of the Chinese trading ship in Sin’an, carrying a cargo of 
ceramics to Japan, shows us that Goryeo celadon was one of highly valued imports at this 
time. Among various types, celadon decorated with inlaid motifs of cranes and clouds 
(Fig. 85 in Japanese, unkaku) was the most popular types in Japan. Prior to his mishima 																																																								
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study, Okuda wrote about Goryeo celadon with inlaid cranes and cloud motifs for the 
Saikokai lecture titled Unkaku seiji in 1923.375 In his attempts to map Goryeo celadon in 
Korean ceramic history, Okuda compared its variation with Chinese prototypes. Overall, 
his grand narrative asserts that Korean ceramic history is a process of internationalizing 
foreign (largely Chinese) influence. In this regard, Okuda argued that Goryeo celadon 
with inlaid designs of cranes and clouds and especially its technique was derived from 
the Song dynasty ceramic tradition such as Cizhou and Ding kilns. Overall, Okuda’s 
evaluation of Goryeo celadon was not celebratory at all as can been seen below: 
 
“Judging from three criteria – designs, raw materials, and technical skills, what I 
found interesting in inlaid celadon wares are the following: for designs, they are 
rather simplified and lack diversity; the raw materials are not particularly good 
quality; technical skills are not that excellent. It is worth noting that when these 
three conditions of mediocre quality are put together, they become interestingly 
superb works….the artistic value of Goryeo inlaid celadon is inferior to that of 
contemporaneous Chinese celadon. This falloff can be said in terms of their designs, 
raw materials, and technical skills. Emerging from the demise of the inlaid celadon 
tradition, mishima became completely unique works. I leave mishima to a separate 
study in the future. Here, to conclude, Korean ceramics developed from Silla to 
Goryeo and from the late Goryeo to the Joseon period. When we consider Goryeo 
history and the history of the Korean people, it is marvelous to note that world–																																																								
375 Okuda Seiichi, Unkaku seiji (Goryeo Celadon) (Tokyo: Saikokai, 1923): 1–31. 
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class artifacts were born in the Korean soil. Needless to repeat, mishima and ido 
types are big, powerful, and solid craft works from an artistic point of view. It is 
worth noting that they reached the artistic level during the early years of the 
troubled, impoverished, and collapsing Joseon dynasty. In comparison with China, 
the West, and Japan although their artistic traditions have been firmly established, 
yet there is no match for the ceramics made from the late Goryeo to the early 
Joseon period…”376 
 
 Here, Okuda’s main interest lay in creating and describing an evolutionary 
process of developing Korean essence from Silla earthenware to Goryeo celadon and 
finally to mishima. Strikingly, Okuda’s discussion of Goryeo celadon was tied to the 
“imperfect and simple” wabi ideals when articulating its artistic merits and asserting the 
theory that it achieved the superb quality through putting together mediocre elements.377 
Ultimately, Okuda was interested in Goryeo celadon as a predecessor to and for its 
relation with mishima in terms of decorative technique.  
 
Mishima 
 
Now let us examine Okuda’s mishima studies in the 1920s, related to his 
prominent task of nationalizing, aestheticizing, and locating art ceramics within a 
universal category of world art. Mishima as a generic term is a type of stoneware covered 																																																								
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with white slip, manufactured during the fifteenth and sixteenth centuries in Korea.378 
Under the overarching term, there are various sub–categories of mishima depending on 
the decorative motifs and techniques (such as stamped, inlaid, or slip–brushed) applied to 
this type of ware. In principle, the most determining feature in these varieties is the use of 
white slip either on the surface or filling in incised or stamped decorations. The meanings 
of the term “mishima” (literally meaning “three islands”) has been suggested by many 
ceramics scholars, yet none has confirmed the historical accuracy of its origin.379 First, it 
was believed that mishima refers to pottery made in the three islands of Amakawa, 
Luzon, and Formasa. Another theory proposes that the name is derived from the Mishima 
Shrine Koyomi calendar of the Tokugawa period, because of its resemblance to the 
irregular designs on mishima ceramics.380 In this respect, the physical characteristics of 
mishima might have inspired its name in chanoyu. Indeed, as the mishima studies 
developed further, some Japanese scholars raised the question of what contemporary 
term in Korea appears to indicate mishima in historical documents. For instance, 
Matsudaira Yoshiaki and Okuhira Takehiko mentioned the significance of clarifying the 
contemporaneous definition of mishima in their efforts to trace the kiln sites according to 
the official documents such as the Sejong sillok jiriji (Geographical Appendix to the 
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Annals of Sejong; 1424–32).381  
As I mentioned earlier, mishima is a name invented by Japanese tea practitioners 
in the sixteenth century. The contemporaneous concept of mishima in Korea has 
remained unsolved due to the vagueness of the historical records, which loosely 
described ceramics as either stoneware or porcelain. Kang Kyungsook thoroughly traced 
the origin of mishima in the Sejong sillok jiriji. It locates the kilns operating between 
1424 and 1432, which consisted of 139 for porcelain (jagiso), and 185 for stoneware 
(dojaso) – 324 kilns in total.382 However, the archaeological surveys indicate that 
mishima stoneware production was found both in what was named jagiso (porcelain 
kilns) and in dojaso (stoneware kilns). Generally speaking, jagi referred to porcelain and 
doja meant stoneware. However, in this particular case, Kang concludes that jagiso in the 
early fifteenth century mainly produced mishima and gradually turned to making 
porcelain. Today, it is widely accepted among both Korean and Japanese scholars instead 
of mishima. Here, I use the Japanese term “mishima” instead of buncheong (modern 
academic nomenclature in Korea, Japan, and elsewhere) to refer to its prevalence in early 
modern Japanese ceramic studies including Okuda’s. 
Despite the efforts to take on the systematic study of ceramics with historical 
accuracy and scientific respectability, the modern Japanese scholars of this time 
continued to use the term, mishima, invented by the chanoyu practitioners and to frame it 
in terms of the history of Japan’s ceramic appreciation. Kushi Takushin acknowledged 																																																								
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that mishima tea bowls in Japan are only small part of the whole mishima production and 
in terms of Korean ceramic history, they do not necessarily represent the major 
current.383 In Chōsen no Mishima no hanashi, Okuda notes that the most widely known 
type of mishima is tea vessel – when in fact, their use in the tea ceremony was primarily 
Japanese.384 Despite his stated purpose of study to locate mishima in its own historical 
context, Okuda emphasized the Japanese discovery of mishima rather than its production 
in Korea. In the same vein, Asakawa Norktaka argued that the tea bowls from China or 
Korea had not been appreciated in their own country of origin and did not hold the same 
aesthetic importance as in the chanoyu context.385 Therefore, he further asserted that 
these foreign-origin tea bowls should be mapped into Japan’s own history of ceramic 
appreciation in separation from Chinese and Korean ceramic history. In the same vein, 
Matsudaira remarked that the search for the contemporaneous term for mishima would be 
necessary and important only from the perspective of Korean ceramic history.386 Miyake 
Chōsaku recounted that in the early twentieth century, only Japanese collectors would 
recognize mishima and Goryeo celadon and neither registered to the minds of Korean 
people: 
 
“At that time, there was no one in Kyungsung [Seoul] who even knew the name 
mishima. According to Takahashi’s recollection two or three years later, I asked 																																																								
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him “How much does this mishima tea bowl cost?” This was the first time he met 
someone who knew mishima and he thought that I called it mishima because that 
tea bowl had three spots inside. In another episode, he once showed a Goryeo 
celadon to a cultured Korean man, but he wondered where it was from and thought 
it was a rare and precious one. He was surprised to hear that it was excavated from 
Gaesung and belonged to the Goryeo dynasty…”387 
 
The first Korean art historian, Yusup Go (1905–1944) published Goryeo 
cheongja wa izo doja (Goryeo Celadon and Joseon Porcelain) in 1941 and there, he 
argues that there is no historical record to explain the origin or meaning of the Japanese 
term, mishima.388 He warned that this esoteric term taken out of the chanoyu knowledge 
keeps the Korean from understanding the ware’s artistic quality and placing it in a proper 
historical context. As an alternative, he created a new term, “bunjang hwecheong saji” 
(more widely known by its abbreviated name, “buncheong”) meaning a type of 
stoneware decorated with white slip. As Katayama Mabi notes, mishima enjoyed a 
popularity not only horizontally in the linear, historical perspective of chanoyu tradition 
but vertically in the broad spectrum of social and economic groups including tea 
practitioners, collectors, and scholars including mingei activists such as Yanagi and 
Asakawa.389 However, it is interesting to mention that, in choosing mishima as the focus 
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of their studies, each praised different types of mishima to meet different practical and 
ideological ends.  
Okuda’s research can be regarded as one of the earliest attempts to study mishima 
in art historical terms. As a leading member of the Saikokai that garnered the popular 
following of the academic trend, “scientific appreciation of ceramics” (tōjiki no 
kagakuteki kanshō), his main provocation was to discuss a universal appeal and beauty in 
mishima. In 1922, his first study about mishima came as part of his series of “Chōsen no 
tōjiki ni tsuite” (On Korean [Joseon] Pottery) featured in kokka. Then, he developed it to 
Chōsen no Mishima no hanashi (Study of Joseon Mishima) for the Saikokai lecture in 
1924. Okuda prized mishima as the representative of a golden period (from the 
fourteenth to fiftennth century) in the history of Korean ceramics.390 This was partially 
due to the “always-already” celebrated status of mishima in the tea hegemony. From the 
time the term kōraijawan (Korean tea bowls) was coined in the sixteenth century, its 
major categories were Mishima and Ido. Most importantly, Okuda argued that mishima 
as a major genre of art ceramics demonstrates the most developed stage of Chōsenka 
(Korean national essence). He reified the meaning of Chōsenka in more detailed and 
concrete terms later in his 1924 Saikokai lecture. This article begins with an investigation 
of the term “mishima” and Okuda considered a variety of its historical and esoteric 
names given by the tea masters untenable in the present. Therefore, Okuda proposes and 
ultimately classifies mishima into three sub-groups – Mishima, Hakeme, Hori-mishima – 
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using different types of decorative techniques and effects.391 Simultaneously, they 
represent three progressive stages of mishima’s development. As mentioned earlier, 
mishima is an overarching umbrella term and what Okuda meant for the first category 
mishima (Fig. 86) specifically refers to a type of ware decorated with densely stamped 
motifs (most popularly with eight-petal flowers) under a translucent glaze. Secondly, 
hakeme (meaning “brush-trace”) is a decorative method using a coarse straw brush to 
apply white slip directly onto the surface (Fig. 87). Lastly, hori-mishima (Fig. 88) uses 
the sgraffito technique and its defining feature is the tonal contrast between the white–
slip design and the dark background. Okuda argued that each group has different 
aesthetic merits to appreciate based on their own observable features such as designs and 
techniques applied on the surface. Okuda highlighted that the irregularities of designs 
best captures the character of the first sub-group, mishima.392 However, he points out the 
shortcoming of mishima decoration, being not painterly but rather geometric. He praised 
the brushed slip hakeme decoration achieved by either great control or carefree 
movement. To ensure the progress of mishima ceramic tradition, he asserted that the 
designs on hori-mishima exemplify the most pictorial expression among the three. Okuda 
saw that hori-mishima has the most interesting aspect of pictorial quality that will be 
easily accessible for amateur or novice in ceramic art appreciation and for those who are 
interested in paintings will also appreciate this.393 This narrative of equating the 
experience of appreciating mishima with that of painting discloses his logic behind 																																																								
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translating art ceramics by conjuring up the equivalence (painting) from the 
contemporary European concept of the fine arts.  
Although Okuda proposed mishima’s possible connection to the decorative 
techniques of China’s Cizhou ware (Fig. 89), he saw that mishima, especially hori-
mishima, marked the pinnacle moment when Korea’s unique artistic heritage became 
evident.394 He concluded that in this historical progress frame, the Korean ceramic 
tradition deteriorated after mishima production died out in the sixteenth century (during 
the early Joseon dynasty) and since then, the overwhelming impact of foreign (Chinese) 
influences resulted in the stagnation of Korean civilization. His interpretative scheme 
stemmed from the Japanese colonial-racial framework that blamed the “evil government” 
of Lee Joseon for the current state of the colony and legitimized Japan’s takeover of the 
Korean peninsula for the betterment of the ‘unfortunate’ Korean race. On the other hand, 
Asakawa had different views about inscribing the Korean unique essence to ceramics. In 
1935, Asakawa was invited by the Saikokai to give a lecture titled Chōsen tōjiki no 
kanshō (Appreciation of Korean Ceramics). Asakawa did not belong to the Saikokai, but 
he had met and interacted with some of the Saikokai members such as Ōkōchi Masatoshi 
and Aoyama Jiro.395 Earlier in 1930, Asakawa published a book titled Fuzanyō to 
Taishūyō (Fig. 90, Busan and Taishu Kilns) based on his fieldwork in Korea with the 
																																																								
394 Okuda Seiichi, “Chōsen no Tōjiki ni tsuite 7,” 203.  
395 Jung Eunjin, “Kindai chōsen tōjishi kenkyū – Asakawa Noritaka, Takumi 
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help of the Saikokai.396 In his 1935 Saikokai lecture, Asakawa asserted that the obsession 
with white color was a major driving force in the development of Korean ceramic 
history.397 Hence, he saw that the artistic evolution from Goryeo celadon to mishima to 
white porcelain was an inevitable path and the Joseon dynasty was a golden period in 
artistic production that brought about both mishima and white porcelain.  
For Okuda, mishima represented the last phase of “uniquely Korean” ceramic 
production. Judging from the development of decorative techniques, Okuda proposed 
that mishima (with stamped designs) emerged from the Goryeo dynasty’s inlaid celadon 
tradition. Meanwhile, Asakawa in “Chōsen Tōki no kachi oyobi hensen ni tsuite” (The 
Change of the Joseon Ceramic’s Value) argued that mishima falls in the first stage of the 
Joseon ceramic production (Fig. 91).398 His inclusion of mishima in the history of Joseon 
ceramics was groundbreaking at that time, leading to the development of his Korean 
ceramic studies apart from both previous and contemporaneous notions to consider 
mishima as a product of the Goryeo dynasty. Yet, Asakawa firmly believed that Joseon 
porcelain is the epitome of the Korean beauty in its ceramic history. The Korean 
ceramics boom that Yanagi and Asakawa were a big part of ultimately served to promote 
the meaning and value of once-humble Joseon porcelain. Here is how Okuda responded 
to Yanagi and Asakawa’s works and concluded that mishima is the best in Korean 
ceramic history:  
 																																																								
396 Asakawa Noritaka, Fuzanyō to Taishūyō (Busan and Taishu Kilns) (Tokyo: Saikokai, 
1930). 
397 Asakawa Noritaka, Chōsen tōjiki no kanshō, 4. 
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“Overall, looking from the perspective of decoration history, I think that Korean 
ceramics developed from Silla earthenware to inlaid celadon with crane and cloud 
designs to mishima…I found it problematic that Yanagi [Sōetsu] and others 
[Asakawa Noritaka] argue that the production of mishima wares began in the early 
Joseon dynasty. The shifts and development of artistic trends are a separate story 
from those in politics…we cannot simply assume that the demise of inlaid celadon 
led the emergence of mishima. While inlaid celadon gained popularity, mishima 
can be a rising tide…in other words, one cannot say flatly that the prime time of 
inlaid celadon ends, then mishima production begins: those two ceramic traditions 
cannot be completely separated. Mishima had been produced since the late Goryeo 
dynasty and it continued into the early Joseon period and then ceased. This 
probably took place after Toyotomi Hideyoshi’s invasions of Korea…”399 
 
As mentioned earlier, mishima had been long cherished and recognized as one of 
the most celebrated categories in chanoyu from the sixteenth century onward. However, 
among all Korean origin ceramics selected, collected, and used in the realm of chanoyu 
rituals, it is impossible not to mention Ido ware (Fig. 92), which has ranked on top above 
the two most celebrated types of Japanese wares in the chanoyu hegemony. As the old 
saying records, “First Ido; second Raku; third Karatsu.”400 Its legacy from the tea rituals 
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had remained strong as the Ido tea bowl (known as Kizaemon) became Japan’s National 
Treasure (kokuhō) in 1933 – the first among all Korean origin ceramics to be selected.401 
In response, Yanagi Sōetsu noted that the Ido tea bowl best represents the wabi (chilled 
and withered) sensibilities discovered by the Japanese tea masters. In the nine-volume 
Taishō meiki kan, Takahashi Yoshio listed 230 pieces of kōraijawan (Korean tea bowls) 
and among nineteen types of the Korean-origin ceramics, Ido had the most (seventy 
pieces) followed by mishima.402 
The most pronounced feature of Ido (again, it has various sub-categories) is the 
irregular textures of the coarse stoneware clay body coated a thick ash glaze. Hence, in 
discussing the aesthetic value of mishima, it is no wonder that Okuda compared it with 
Ido. In Chōsen no Mishima no hanashi, he stated that the versatile nature of mishima 
such as design motifs and firing effects makes it more interesting than the one–
dimensional beauty of Ido tea bowls.403 It is worth noting that Okuda described the 
aesthetic quality of mishima not only with a new art-historical evaluation on its painterly 
features but in comparison with Ido. As Yōda Toru argues in Kindai no bijutsu to 
chanoyu (Modern Fine Art and Chanoyu), wabi (chilled and withered) sensibility as an 
aesthetic expression of Japanese-ness was indeed a modern construct starting from the 
Meiji period.404 The renowned Japanese tea masters such as Sen no Rikyū sought after 																																																																																																																																																																				
value in evaluating tea bowls from the old saying, “First Ido; second Raku; third Karatsu,” 
however, it has not been verified where this first appeared and recorded.   
401 Yōda Toru, 54.   
402 Koyama Fujio, “Chosen no jawan” (Joseon Tea Bowls), in Koyama Fujio chosakushū 
ge (Anthology of Koyama Fujio) (Tokyo: Asahi Shinbunsha, 1979), 18. 
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and made efforts to promote this wabi ideal in kōrai-mono and Ido of Korean origin has 
become one of its important historical icons since then. However, the concept of wabi 
was never really defined in concrete terms, because, as many argued, it is something that 
cannot be possibly shared with the world but only Japanese people can truly understand 
and appreciate it. While the wabi aesthetic embedded in Ido remained conceptual and 
malleable, Okuda created the ahistorical character of Korean essence in mishima and 
attempted to find a universal appeal in its painterly features for those Western audiences 
whose understanding of those tea vessels with lighter designs was biased.  
Lastly, Okuda believed that Korean ceramic traditions survived and continued in 
modern Japan while they were completely forgotten in Korea at this point. In Chōsen no 
Mishima no hanashi, he highlighted the works of Suwa Sozan I (Fig. 93) as an excellent 
exemplar of this ceramic past.405 This idea later became a foundational principle that tōyō 
ceramic traditions all together were perfected in modern Japan as the guardian of Asia’s 
traditions. To be sure, Okuda’s study of mishima in the 1920s was a response to the tide 
of the Korean ceramics boom initiated from unprecedented amount of excavated findings 
flowed into an art market and auction.  Okuda’s discussion of mishima in art historical 
terms provided a platform for an upsurge of interest in mishima that peaked with the 
archaeological investigations at Mt. Gyeryeong, Gongju, Chungcheong Province in 1927 
under direction of Nomori Ken (Fig. 94).406  
 
																																																								
405 Okuda Seiichi, “Chōsen no Tōjiki ni tsuite 7,” 202. 
406 Nomori Ken, Keiryōsan roku tōyō ato chōsa hōkoku (Seoul: Chōsen Sōtokofu, 1927).  
	182 
In conclusion, an examination of Okuda’s works in the 1920s reveals a moment 
of the multiple facets of conceptualizing the Oriental (tōyō) ceramics, ceramics for 
appreciation (kanshō tōki), and Korean (Chōsen) ceramics in westernized, modern, and 
imperial Japan. Okuda’s research on mishima is a testament to an upsurge of interest in 
mishima that later peaked with the archaeological investigations at Mt. Gyeryeong, 
Gongju, Chungcheong Province in 1927 under the Sōtokofu-led archaeological 
excavations directed by Nomori Ken. In particular, Okuda’s interpretation of mishima 
unfolds his take on the contemporaneous “Korea problem” by conceptually mapping the 
position of Korean ceramic history within the contexts of tōyō and art ceramics history. 
As a result, Okuda inscribed an ahistorical character of Korean-ness in mishima, 
historicized Japanese aesthetics that had discovered its universal appeal, and translated 
them in accordance with the Western epistemology. However, his definition of mishima 
as an epitome of Korea’s unique artistic tradition was a simulacrum neither Chinese nor 
Japanese. It conveniently created room for the later Japanese colonial scholars to fill that 
blank by assigning what characteristics of mishima make it uniquely Korea.    
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CONCLUSION 
 
 
The Legacy of Okuda Seiichi 
 
 
 
Established in 1924, the Institute of Oriental Ceramics (Tōyō tōji kenkyūjo) had a 
very specific agenda that set it apart from previous ceramic study groups such as Tōjiki 
kenkyūkai (Ceramic Research Society) and the Saikokai (Colored Jar Society). The 
Institute members emphasized their dedication to the scholarly research on tōyō ceramics 
by distancing themselves from the hobbyist (shumi) circle and moving beyond an 
aesthetic perspective (kanshō) devoid of rationality. Okuda along with other Saikokai 
members such as Nakao Manzō, Hara Bunjirō, and Yokogawa Tamisuke took the leading 
role in the formation of the Institute while they were still active in the Saikokai.407 
Through his activity in the Institute of Oriental Ceramics, Okuda was able to establish 
himself as a committed scholarly figure in the study of ceramic history. Furthermore, he 
cultivated his ideas to define Japan’s tōyō ceramics, which evolved into a superior 
alternative to the West’s “oriental ceramics” at this time. The publication of the journal 
Tōji (Fig. 95, Oriental Ceramics, 1927–43) highlighted an academic dimension to the 
Institute’s major contribution to the field of ceramic studies. The group aspired to be an 
international research organization and endeavored to engage their academic outputs in a 
dialogue with the West by reflecting the globally diverse and intersected discourses of 
Asian ceramics on their research. Especially, Okuda’s articles titled “Tōyō tōjiki no 
kanshō” (Appreciation of Oriental Ceramics: To Western Collectors) featured in Tōji 																																																								
407 Kida Takuya, 27.  
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from 1928 to 1929 resonated with this international climate of the group. In rivalry with 
the West’s advancement of Asian ceramic studies, the Institute stressed their unique, 
historically conditioned role to lead the field and assigned creative power and authority 
to Japanese consciousness in discerning Asian aesthetic sensibilities. In this chapter, I 
will examine Okuda’s writings in the early years (1924–35) of the Institute of Oriental 
Ceramics and discuss how his conceptualization of tōyō tōjiki reflects the nature of 
national identity building and the shifting paradigm of Japan’s worldview at this time. 
Indeed, his participation in the building of the Institute cemented his image as an 
influential ceramic historian and his intellectual legacy in the study of ceramic history is 
often associated with the works conceived during this time frame.  
 
 
Tōyō Ceramics: Japan’s Tōyō vs. West’s Orient 
 
 “It is disgraceful to acknowledge that we are destined to be guided by the 
Westerners; because they gave impetus to the study of Oriental ceramics…It is a 
crucial task for the Orientals to discover the traces of historical ceramics, probe the 
advancement up to the present, and forecast the future. By doing so, we could 
navigate the paths of the Asian civilization. Tōyō tōji kenkyūjo (The Institute of 
Oriental Ceramics) has been established to undertake this due work and the 
publication of our scholarly output in the magazine is an indispensible part of our 
mission…”408  																																																								
408 Cited in Kida Takuya, 27. “Sōkan no ji” (The Comments on the First Publication), 
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This is an excerpt from the first issue of the magazine Tōji (Oriental Ceramics) by 
the Institute of Oriental Ceramics. It aptly sums up the aim and hope of this new 
scholarly group, claiming Japan’s unique sensibilities to discern tōyō ceramics. Okuda 
was one of its founding members and regularly contributed a series of articles to the 
magazine Tōji. From its formation, the Institute of Oriental Ceramics set a goal to pursue 
the scholarly research of tōyō ceramics apart from the previous groups like Tōjiki 
kenkyūkai and the Saikokai. Especially crucial for this goal was the formation of the 
field as an academic discipline. To be sure, the scholarship on so-called “Oriental 
ceramics” was preceded by the West and it readily provided a template for the Japanese 
to pursue their ceramic research. The Oriental Ceramic Society (established in 1921) 
founded in London by the major art collectors of that time such as George A. 
Eumorfopoulos, served as the prototype for the Institute of Oriental Ceramics.409 R.L. 
Hobson’s visit to Japan in 1930 and his meeting with some of Tōyō tōji kenkyūjo 
members were recorded and celebrated in the 1930 June issue of Tōji (Fig. 96).410 
Interestingly, the Institute of Oriental Ceramics’ magazine Tōji included English titles 
and abstracts of each essays in the back. This must have been a deliberate gesture to 
show the magazine’s intended readership was not limited to the domestic but extended 
beyond Japan and to engage their scholarly outputs in a dialogue with the West. That is 
to say that, the Institute of Oriental Ceramics aspired to be an international research 
organization and reflect the globally diverse and intersecting discourses on oriental 																																																																																																																																																																				
Tōji No.1 (November 1927): 1. 
409 Kida Takuya, 27. 
410 The group picture was featured in Tōji Vol. 2 No. 6 (June 1930).  
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ceramics in their research. While acknowledging the West’s advancement of oriental 
ceramic studies, the Japanese scholars of this time stressed their unique, historically 
conditioned role as leaders of the field and assigned creative power and authority to 
Japanese consciousness in discerning Asian aesthetic sensibilities. For instance, while 
Okuda applauded the European scholars and collectors such as Robert L. Hobson and 
George A. Eumorfopoulos for leading a modern discipline of Asian ceramic studies, he 
also asserted that there is an inevitable gap only to be filled by the Japanese.411 Asakawa 
Noritaka remarked on the limitation of European scholarship in appreciating oriental 
ceramics, “the Western interest in tōyō ceramics only came out of curiosity…they failed 
to recognize the essence of appreciating their beauty.”412 Kurahashi Tōjirō further 
asserted the role of Japan as the “civilized” leader of Asia to enlighten a Western 
audience on how to properly appreciate tōyō ceramics.413 In this logic, both China and 
Korea (and their ceramics) become voiceless or meaningless to the West without Japan’s 
intervention. Tellingly, these statements embody a popular rhetoric of this time that calls 
for the centering of Japan in tōyō (China and Korea) and its role of preserving and 
manifesting the ideals of the past, rather than simply emulating a Western-centered world, 
which had defined what oriental ceramics were in their own terms.  
The modern invention of tōyō ceramics unfolds the early-twentieth-century 
historical narrative of “Orient” transplanted from the West that enabled the 																																																								
411 Okuda Seiichi, “Tōjiki no kanshō ni tsuite,” 297. 
412 Asakawa Noritaka, Chōsen tōki no kanshō, 25–26. 
413 Kurahashi Tōjirō, “Chōsen kōgei no Tōyō bunkan ni tsuite chii” (Mapping Korean 
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unprecedented penetration of Japan’s positional superiority (in other words, progress and 
modernity) to the unchanging unity of Asia. However, geographically speaking, in 
contrast to the West’s Orient that refers to the current-day Middle East and India, Japan’s 
Asia (tōyō) mainly comprised of China, Korea, and Japan.414 In order to make the 
epistemological and ontological distinction between the West’s Orient and Japan’s Asia, 
I will use the term “tōyō” here to refer to its connotation created by and specific to the 
Japanese. In tandem with Japan’s modern identity formation in the new international 
geographical order, the rise of Tōyōshi (History of the East) served a crucial part of 
reframing the power order in Asia and asserting Japan’s new, self–proclaimed leadership 
in the group.  
Prior to the arrival of the Western concept “Orient” in the Meiji period, there was 
a pre-modern development of Japan’s Asia – especially through Japan’s long history of 
dealing with China. The distinction between Japan and China had been in fact not 
geographically specific, but rather geo–cultural, unstable, and vague. This was more of 
an imaginary boundary between a cultural inside and outside, and the word, Kara (Tang 
dynasty China) for China referred to ‘Other’ as a whole including other foreign countries. 
Let us briefly take a glimpse of how Japan’s worldview shaped by its relationship to 
China was reflected in its artistic tradition. For instance, the historical construction of 
Japanese painting tradition (yamato-e) was made in opposition to the impact of Chinese 
painting (kanga) on what followed in the archipelago.415 When there had been taste for 
kara-mono (“Chinese things”) already in place from the eighth century, under patronage 																																																								
414 Stefan Tanaka, Japan’s Orient: Rendering Pasts into History, 107. 
415 Satō Dōshin, Modern Japanese Art and the Meiji State: the Politics of Beauty, 177. 
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of the Ashikaga shogun Yoshimasa (1436–90), its aesthetic was fully codified and 
canonized particularly by chanoyu circles. The foreign origin and exotic appearance of 
kara–mono made them rare, costly, and desirable in Japan. In fact, what are known today 
as kara-mono include the imports not only from China, but largely from Korea or regions 
along the Silk Road.416 Breaking this established binary of self and other, the renowned 
tea master Sen no Rikyū celebrated another realm of category called kōrai-mono (Korean 
things) and formalized its aesthetic as an embodiment of harmonizing Chinese and 
Japanese tastes.417 This recognition of kōrai-mono marked a turning point in terms of 
shaping an unknown, third category – neither Chinese nor Japanese – in chanoyu 
appreciation. While the tea culture of the dominant military lords was all about 
displaying their wealth and power through rare and expensive Chinese exported items, 
Rikyū from a group of new emerging merchants promoted the wabi style of tea ceremony 
using Korean wares and placed more emphasis on the rustic and humble ideals. With this 
expansion of tea ceremony canons, the rich merchants entered into the field of tea culture 
and their new mode of practice with newly discovered utensils such as the Korean wares 
gained a prominent position. 
Japan’s modern construct of tōyō ceramics was conceived on the basis of this 
historical framework for imagining self and other. This time, however, the formation of 
the view on tōyō was shaped in opposition to the West (seiyō) rather than to its prototype, 
China. Accordingly, an invention of Japanese-style painting (nihonga, not yamato-e) was 																																																								
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promulgated by such people as Ernest F. Fenollosa, Kuki Ryūichi and Okakura Tenshin 
as opposed to Western-style painting (seiyōga).418 Then, the question can be posed: why 
tōyō ceramics, not Japanese ceramics (nihon tōji)? What is implied here is that tōyō 
ceramics equal Japanese ceramics. Because it manifests a borderline where Japan is part 
of Asia yet apart from Asia as the only “civilized” leader as well as Japan turns to and 
revolts against the West at the same time. The ideological reorganization of the power 
order in tōyō inevitably called upon the contemporaneous discourse of Japan’s 
colonialism and imperial history. To be sure, China’s ceramic tradition held 
unsuppressed importance as origin of technology and raw materials used in ceramic 
production. However, in Japanese studies of tōyō ceramic history, Japan’s aesthetic taste 
was central as an absolute measure to recognize and order the hierarchical scale of tōyō 
ceramics. As a result, the greater narrative of Japan’s tōyō ceramics implicates a history 
of Japan’s Chinese ceramics, Japan’s Korean ceramics, and so forth. This Japanocentric 
and pan–Asian ideology echoes Okakura Tenshin’s ideal of “Asia is one” – the opening 
line of his 1904 The Ideals of the East.419 At the same time, as such the examples of the 
English texts in the magazine Tōji show clearly, the Japanese ceramic study groups 
aspired to present their studies worldwide and sought to win them respect on the 
international scene.    
In “Tōyō tōjiki no kanshō” (Appreciation of Oriental Ceramics: To Western 
Collectors, 1928–1929), Okuda ultimately argued that tōyō ceramics reached perfection 
in modern Japan after a long process of culminating the best elements of Chinese and 																																																								
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Korean influences and overcoming the Western challenges such as the Delft production 
in the Netherlands.420 Indeed, this view was reflective of the currents that Japan had been 
undergoing since the Meiji period on such as promoting the export of traditional-style 
crafts using new Western technology and Japanese designs. This government-led export 
industry gave impetus to the establishment of educational institutions for training the 
advanced technology from the West and leading the systematic research for traditional 
designs.421 In principle, the crux of Okuda’s perspective resonated with the dominant 
rhetoric of this time: Japan uniting the East as the sole guardian of Asian traditions 
against the relentless Western threats. Again, this view is compatible with Okakura 
Tenshin’s ideological construction of Japan as “a museum of Asiatic civilization” in The 
Ideals of the East (1904). What is more, Okuda propagated the idea that Japan not only 
safeguards the Asian artistic sensibilities from the past but leads to move forward Asiatic 
civilization and foresees a desirable future for one Asia – “in that spirit of Advaitism 
which welcomes the new without losing the old.”422 
It is interesting to note that Okuda devoted his articles, “Tōyō tōjiki no kanshō,” 
to Western Collectors as its title renders. Despite this recognition, the contents of these 
essays do offer any specialized information so much as to enlighten western collectors in 
particular on the basics of ceramic appreciation. The primary topics of discussion in this 
series of essays were grouped into three major themes: the development of Chinese, 																																																								
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Korean, and Japanese ceramic history. The essay begins with the survey of Chinese 
ceramic tradition:  
 
“In order to appreciate Asian ceramics, knowledge about their historical 
development is required. Let me briefly review the history of Asian ceramics by 
covering China, Korea, and Japan. The history of Chinese ceramics can be largely 
divided into two phases: 1) the origin and development of ceramics: 2) the 
emergence and perfection of porcelain…”423 
 
Here, Okuda provides a brief history of Chinese, Korean, and Japanese ceramics. 
He proposed periodizations in order to describe the development of ceramic history: 1) 
Chinese ceramic history was largely divided into two groups – ceramics and porcelain: 2) 
Korean ceramics were classified into four genres of ceramics – earthenware, celadon, 
mishima/hakeme, and porcelain. The periodization was a very useful tool to describe a 
history of art history at this time and Okuda also tried various versions of periodization 
for his ceramic research.424 Intriguingly, Okuda highlighted the overall impact of the 
continental culture on Asian ceramic production and singled out the national essence or 
unique features as opposed to it. For instance, Okuda discussed the unique characters of 
Korean ceramics as below:         
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“It can be said that Korean ceramics is like a mother who gave birth to special 
ceramics in Asia. It is completely wrong to think that we enter the grand hall of 
beauty of Korean ceramics to help understand Chinese ceramics. Korean ceramics 
are related to the continental ceramic tradition to some degree, but we shall not 
forget that new innovation was brought about to the ceramic production in 
Korea.”425  
 
Apparently, Okuda traced the history of Chinese and Korean ceramics in order to 
talk about the origins of Japanese ceramic tradition. According to Okuda’s narrative, the 
origins of Japanese ceramics lay in China and Korea. He states that Japan is not the 
center of ceramic production in Asia but its master of Chinese and Korean ceramic styles 
and a new leader in the present. 
 
“Needless to say, Japanese ceramics never ceased to develop its own unique 
characters, but there was the continental influence that brought out certain styles. It 
is no exaggeration to say that Japanese ceramics are one fraction of the whole 
continental ceramic tradition but there were some unique trends as well. When 
surveying the development of Japanese ceramics, the relationship with the 
continental influence is an important and it can be divided into: 1) earthenware: 2) 
transfer of Korean style: 3) overflow of Tang and Song kiln styles: 4) imports of 
Ming kiln production: 5) influence of Korean porcelain: 6) the emergence of 																																																								
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Japanese design: 7) influence of Qing wucai porcelain: 8) imitation of foreign 
ceramics: 9) inspiration from Western historical ceramics: 10) perfection of Asian 
ceramics…”426 
 
It is in this logic that the history of Japanese ceramics becomes the history of 
Asian ideals. In comparison with the history of Chinese and Korean ceramics, Japanese 
ceramic history is filled with individual potters and their “masterpieces.”  
 
“In Arita, Kakiemon brought the wucai style decoration (etsuke) of the Ming-Qing 
dynasty transition into fashion. Ninsei in Kyoto applied it to ceramics and that 
reached a peak after having adopted by other famous potters. It was then that 
Japan’s unique style came into being. Ōgata Kenzan brought and used colors and 
decorations to Raku ware and this style flourished with Sōtatsu and Kōrin. Kenzan 
translated new Japanese (yamato–e) style painting into ceramics…”427 
 
As discussed in the previous chapter, Okuda paid special attention to Ninsei and 
analyzed that Japan’s native art traditions such as painting and sculpture largely inspired 
him and his use of gold and silver pigments was derived from maki-e technique. 
According to Okuda, Ninsei’s achievement can be credited with consolidating Japanese 
uniqueness in the history of Japanese ceramics for the first time and his influence is 
equivalent to the status of Tawaraya Sōtatsu and Ōgata Kōrin in the history of 																																																								
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painting.428 Clearly, Okuda was conscious of linking Ninsei with those artists from the 
so–called Rinpa style as it would conveniently situate him and his works in the discourse 
of the uniquely Japanese (nihonka) style. The Rinpa craze instigated by Western art 
collectors such as Charles L. Freer (1854–1919) and Louisine Havemeyer (art collector 
from New York, 1855–1929) had already been felt in Japan since the late 1880s.429 
Especially after surveys of Japanese arts by Louise Gonse (French art collector, 1846–
1921) and William Anderson (British Surgeon and art collector, 1842–1900) became 
available in Japanese, many Japanese critics embraced this Western enthusiasm for Rinpa 
and popularized its cult to a native audience. In this process of re-importing the image of 
the Rinpa School as “most Japanese of Japanese,” “unique,” and “decorative art,” any 
Japanese artworks associated with Rinpa would gain the recognition and become 
associated with “national style.” Ninsei’s technical and personalized sensibility via his 
brushworks was often juxtaposed with that of painting styles in the Rinpa School and 
Okuda effectively asserted his achievement in ceramic production to be most Japanese in 
essence.   
 
Okuda Seiichi’s Ceramic Appreciation 
 
Viewing was a central concern for Okuda’s ceramic appreciation and for him, the 
purpose of both sight and touch was to reveal the beauty of external objects. In “Kokuhō 																																																								
428 Okuda Seiichi, “Nihon shumi tōjiki no hattatsu,” 384.  
429 Richard Wilson, The Potter’s Brush: the Kenzan Style in Japanese Ceramics 
(Washington D.C.and New York: Rizzoli), 35.  
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no tōjiki,” as Okuda describes the characteristics of an Ido tea bowl, he notes that no 
words or photographs can do it justice to explain and deliver its beauty to his readers.430 
According to his logic, only through an intimate contact with a ceramic can one properly 
appreciate. In this regard, he argued that contemporary viewers have an advantage over 
old tea masters, because there are more chances to view actual objects. Indeed, Okuda 
believed that the opening of the most precious daimyo collection to the public and the 
booming art market in the Taishō period brought the perfection of Asian ceramics in 
Japan. As he lamented how “entering the Meiji period, Japanese ceramics were merely 
copying the Western crafts and completely lost the ground for respect and unique 
features of Asian ceramics,”431 he argued that the revival of Asian ceramics was brought 
about in the Taishō era.       
 
“After the European wars [1914–18], Japanese industry made huge profits and it 
brought the golden age of the booming art market because the great feudal 
collections were offered at auction. This was the first time that the most renowned 
daimyo collections were brought to the public on display. It instantly boosted 
public interest in art appreciation. Also, it temporarily encouraged contemporary 
potters to pursue their creative activity. Following the wars, European ceramics 
flowed into our market and they were sought after. Once these European ceramics 
were considered as mere copies, but now they are known as new products from 
Netherlands, England, Germany, and France and became popular items at the 																																																								
430 Okuda Seiichi, “Kokuhō no tōjiki 3,” in Tōki kōza (Tokyo: Yūzankaku, 1935), 30–31. 
431 Okuda Seiichi, “Tōyō tōjiki no kanshō,” Tōji No. 6 (October 1928): 7.  
	196 
market. Our potters’ works have excelled all other Asian and European ceramics 
from the past. They continue to develop our traditional technique and decoration 
and mastered new Asian ceramics which occupy a privileged position…”432       
 
Okuda’s notion of tōyō ceramics after all can be positioned between past and 
present. His remarks on how the Taishō era’s booming art market and unparalleled 
opportunities to view historical ceramics brought initiative and motivation for 
contemporary potters to produce new versions of tōyō ceramics resonate with the major 
goals of the intellectual activities such as the Saikokai and the art history journal, Kokka 
of which he was part.  
 
 
Ceramic Reading  
  
 After the publication of essays titled “Tōyō tōjiki no kanshō” (Appreciation of 
Oriental Ceramics: To Western Collectors, 1928–1929) in Tōji, Okuda worked on a new 
series titled “ceramic reading” in the same journal, which developed his notions about 
ceramic appreciation to another level in comparison with that of painting. In the opening, 
Okuda mentioned that he borrowed this concept of ceramic reading from the established 
tradition of picture reading in China.433  
 																																																								
432 Ibid., 9–10.  
433 Okuda Seiichi, “Dokutō junrei” (Ceramic reading), Tōji 3-1-3 (1930): 8.  
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“In China, there is a term “picture reading” from the past. It can be used in the same 
way that one read books. Painting reading means “understanding paintings.” 
Strictly speaking, picture reading and enjoying paintings are not the same 
concept…once you get to know more about the painting, you are more attracted to 
it. The state of mind configures first and then it is followed by one’s brain activity – 
these two are distinctively separate things. If I use a psychological term, the first 
activity can be described as emotion (kanjō) or sentiment (jōsho) and the second is 
the intellectual motion. As we look at a painting, it triggers one’s mental activity. 
Through the relationship between these two activities, we read or enjoy paintings. 
In other words, when emotion or sentiment arises, then that’s when we enjoy 
paintings. And when our intellectual and reasoning power comes into place, then 
we read paintings…”434 
 
Okuda argued that if we can read paintings, then we can also read ceramics. He 
detailed the process of how ceramic reading works and emphasized the role of the viewer 
as it was one of his recurring concerns in ceramic appreciation. That is, he argued that 
appreciation is not consistent: rather it reflects a unique state of one’s mind.  
 
“Painting reading and enjoying – both have different results depending on location 
and time or state of one’s mood. One would just enjoy paintings or the other would 
read paintings. Or even one person would have different reaction – sometimes 																																																								
434 Ibid., 8–9. 
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painting reading or the other times painting appreciation. Enjoying paintings means 
an emotion–oriented state, which is why it really depends on one’s mood, physical 
condition.”435  
 
In efforts to elevate the artistic status of ceramic in terms of fine art canons, 
Okuda often used called attention to its qualities similar to other major genres especially 
painting. Young Okuda had learned art history from Taki Seiichi and this art history 
training prepared him better to build ideas about ceramic appreciation within the broader 
intellectual concerns of art (painting) history. As discussed in Chapter 4, Okuda 
frequently used the aesthetic terms and concepts culled from the vocabulary of painting 
theories such as “qiyun shengdong” (spirit resonance) to describe the process of ceramic 
appreciation. Okuda invoked the idea of subjectivism and the viewer’s intimate and 
mutual response to the artist’s inner self in ceramic appreciation.  
 
“The more you know about ceramics, the more deeply you can appreciate them. 
Ignorance is empty. Ceramic appreciation cannot be simply intuition. From a 
perspective of appreciation, ceramic has a special place. Not only do we appreciate 
its shape, color, expression, clay, glaze, tactility, and durability as an art form, but 
we understand human ideas, life style, and trends at that time of production. 
Ceramic appreciation is not simply about viewing and enjoying. One should touch, 
move, and feel the surface…ceramic appreciation is not something external but 																																																								
435 Ibid.,10–11.  
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should be internally related. Thus, it cannot be felt in the third person, but it should 
be called upon in the first or second person.”436   
 
This reliance on the intuitive power of the viewer in ceramic reading echoes 
“spirit resonance,” which modern art historians in Japan strived to define as something 
unique to bunjinga (literati painting). For instance, Taki Seiichi once wrote about the 
quality of spirit resonance in literati painting: 
 
“So we can say that Bunjinga [literati painting] lays stress upon the personal spirit 
of the artist, that is, upon his subjectivity. It is indeed therefore a kind of lyrical 
poetry. It is founded on the artist’s own personality and on the artistic principles of 
Subjectivism and Expressionism…”437  
 
Okuda regarded that subjective expressionism in ceramics can be compared with 
that of literati painting rather than verisimilitude in landscape paintings.438 For Okuda, 
the realm of the beautiful merits lies in the surface of ceramics. According to his 
recollection, the preoccupation with ceramics’ surface in decoration was what drove 
Okuda into the study of ceramic history.439 To avoid the connotations of a ‘decorated’ or 
‘painted” surface just for amusement or uselessness, Okuda emphasized its harmony with 																																																								
436 Okuda Seiichi, “Tōyō tōjiki no kanshō,” Tōji 3-2 (1929): 3–4. 
437 Aida Yuen Wong, Parting the Mists: Discovering Japan and the Rise of Natinal-Style 
Painting, 62.  
438 Okuda Seiichi, “Tōjiki no kanshō ni tsuite,” 300. 
439 Okuda Seiichi, “Kotōjiki kanshō no kaiko,” 8. 
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function in order to assign more sophisticated aim of ceramic appreciation. In this light, 
Okuda also considered that touching is an essential part of appreciating ceramics. That is, 
as the content of ceramics is utilitarian, the purpose of touching is to reveal it. As Okuda 
characterized Japanese ceramics as utilitarian as opposed to decorative works of the West 
and China, not only vision but touch became major criterion for ceramic appreciation. In 
“Ceramic Reading,” Okuda described how to appreciate and read ceramics in detail: 
 
“First of all, when using fingers and touch, one can feel a sleek and pleasurable 
surface. Of course, it has a good balance of glazes effect on the surface, but its 
excellence can be found in a nice tactile feeling of the shape. One cannot fully 
appreciate ceramic’s appeal by only using an eye, but most of the cases it can be 
found by touching and experiencing it. In this regard, it is hard not to admire 
chajin’s appreciation method. A beauty of a ceramic’s shape cannot be grasped by 
sight but felt by touch…both vision and touch should be combined to appreciate 
ceramics.”440     
 
Okuda urged his contemporaries to follow a universal impulse of beauty in 
ceramics by using one’s sight and touch instead of blindly following the esoteric canons 
of the chanoyu hegemony. Okuda saw that the Western and Chinese ceramics as luxury 
items are made to decorate our life by means of ornament. In contrast, he asserted that 
Japanese ceramics as practical necessities reflect the human spirit (either potters or users). 																																																								
440 Okuda Seiichi, “Dokutō junrei,” 8. 
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Thus, he argued that one can appreciate a ceramic’s dignity (hin’i or hinkaku) as the 
reflection of one’s life and it is principally this mind (or spirit) that makes it a necessity.  
 
Okuda and Japan’s National Ceramics 
 
In 1929, Okuda had risen to an official position to select and register National 
Treasure and then Important Works of Fine Arts in 1933.441 Along with the social and 
cultural climate of the Taishō and early Shōwa era, this was the critical time of his career 
that the focus of his ceramic studies centered on defining and elucidating national 
identity and artistic traditions in ceramics. At this point, Okuda not only played a 
pioneering role of paving the way for the field of ceramic studies but became a 
spokesperson in the protection and promotion of national ceramics. This connection 
between the emergence of ceramic scholarship and modern creation of the nation’s 
ceramic treasures is very significant to understand the coincidence of modernization and 
cultural nationalism. The origin of current national arts legislation system goes back to 
the Law for the Protection of Old Temples and Shrines (Koshaji hozon hō) issued by the 
Ministry of Interior in 1897, when it marked a turning point to apply the term, kokuhō 
(National Treasure), to works of art.442 This first protection law not only guaranteed 
governmental funding to preserve and repair works of art in fragile condition but evoked 
public sentiment to safeguard national treasures from “leaking-out” of country. Because 
the scope of the 1897 law was limited to ones in possession of temples and shrines, the 																																																								
441 Mori Kōichi, Okuda Seiichi Nenpyō (Chronology of Okuda Seiichi). 
442 Christine Guth, Art, Tea, and Industry: Masuda Takashi and the Mitsui Circle, 163.  
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government further expanded and issued the law for the Protection of National Treasures 
in 1929 followed by that of Important Works of Fine Arts in 1933. By 1939, the registry 
of National Treasures was expanded to nine categories (painting, sculpture, architecture, 
document, book, calligraphy, sword, craft, and archaeological remain). Today’s list of 
National Treasures is drawn from the cultural preservation law in 1950 that continued 
and revised the foundation of pre-war regulations. There are 872 National Treasures in 
the arts and crafts category (as of 2012), which includes fourteen ceramics (Fig. 97): five 
Japanese (two of Ninsei’s works, one Shino tea bowl, one tea bowl by Hon’ami Kōetsu, 
one Atsumi jar), eight Chinese (five tenmoku, three celadon), one Korean (one Ido tea 
bowl).443 It is notable that eight out of fourteen are Chinese and ten out of fourteen are 
tea vessels. These facts yield insights into the dominance of continental culture and tea 
taste in the history of Japanese ceramics. This is also the case for the pre-war National 
Treasures – almost half of them are Chinese especially from the Song dynasty, which 
have long been appreciated in chanoyu as “kara-mono.”444  
After Okuda partook in designating and registering National Treasures in 1929, 
he wrote an article titled “Kokuhō ni natta tōki no hanashi” (Ceramics that have become 
National Treasures) in 1931 featured in the journal Chawan. Here, he briefly introduces a 
list of nine ceramics classified as National Treasures.445 Okuda further wrote about a 
substantial body of national ceramics under the government’s protection law and starting 																																																								
443 Shimada Fumio, “Nihonjin no biishiki to shumi teki kansei” (Japanese Artistic 
Consciousness and Stylistic Sensitivity,” in Takumi no keifu: Tōji (The Lineage of 
Craftsmanship: Ceramics) (Tokyo: Nihon Samusun Kabushiki Gaisha, 2012), 16–19.   
444 Yōda Toru, 53.  
445 Okuda Seiichi, “Kokuhō ni natta tōki no hanashi” (Ceramics that have become 
National Treasures), Chawan Vol. 1 No. 1 (1930): 9–11.  
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from 1935, he published articles in Tōki kōza (Ceramic Lectures) in collaboration with 
Imaizumi Yūsaku.446 His writings included in this series are “Kokuhō no tōjiki” 1, 2, 3, 4 
(National Treasure: Ceramics) and “Jūyō bijutsuhin no tōjiki” 1, 2, 3, 4, 5, 6 (Important 
Works of Fine Arts: Ceramics). Here, Okuda provided texts for twenty-three National 
Treasures and two hundred forty Important Works of Fine Arts along with photographs. 
According the entries written by Okuda, Japan’s national ceramics can be divided into 
six groups: Ninsei, Nabeshima, and Seto of Japanese origin, tenmoku and celadon of the 
Chinese, and Ido of the Korean. In particular, this 1929 selection of National Treasures is 
not too far from now except some additions of Nabeshima and Seto wares. Apparently, 
the famous tea vessels (meibutsu) took up the majority of the ceramics classified as pre-
war National Treasures It is not surprising that the list of National Treasure ceramics 
matches with that of pedigreed tea caddies and bowls featured in Takahashi Yoshio’s 
Taishō meiki kan. Yōda Toru points out that especially in the section of Chinese ceramics 
– formerly appreciated and celebrated as kara-mono – in the Taishō meiki kan, there was 
a apparent shift of preference from tea caddies to tea bowls.447 While most of meibutsu in 
the category of kara-mono were tea caddies prior to this time, the most celebrated tea 
vessels of the Taishō era were tenmoku tea bowls and celadon wares and this new trend 
was reflected in the list of pre-war National Treasures as well.  
In the treatment of Japan’s national ceramics, Okuda emphasized the scientific 
appreciation of the decorative surface through “viewing” and these were major objectives 
intrinsic to the Saikokai. As Okuda covered the famous tea utensils classified as National 																																																								
446 Hayashiya Seizō, 7.  
447 Yōda Toru, 53.  
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Treasures in a series of Tōki kōza, he argued that in order to keep the distance from “not 
scientific” chanoyu canons and appreciate the true artistic quality, one should see 
meibutsu in person – especially, in the section of the Kizaemon Ido tea bowls.448  
Unlike brief texts of other works, it is worth noting that Okuda wrote extensively 
about the unique status of the Kizaemon in chanoyu and the continuation of its legacy in 
modern Japan. As Takeuchi Junichi notes, the popular norm of “First Ido, Second Raku, 
and Third Karatsu” widely circulated from the Meiji period while there is no historical 
document to pinpoint its origin.449 Thus, it is no coincidence that both Okuda and Yanagi 
Sōetsu in “Kizaemon Ido wo miru” (Viewing the Ido Bowl, 1931) used this expression to 
describe the artistic quality of the Kizaemon at this time.450 The name Kizaemon was 
derived from its owner, Takeda Kizaemon, a merchant of Osaka. Although the exact 
origin and maker of Kizaemon is unknown, we do have a good record of its pedigree that 
begins with Honda Tadayoshi, daimyo of Noto in the early seventeenth century. The 
most popular story about its possession comes from Lord Matsudaira Fumai, the author 
of Kokon meibutsu ruijiyū (1787) – as discussed in Chapter 2 – and a renowned collector 
of tea utensils himself.451 Indeed, a chance of viewing the Kizaemon bowl was strictly 
restricted to a small number of tea participants under permission of the Matsudaira 
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family.452 In the modern era, its increasing visibility was vividly captured and recorded 
by not only Okuda and Takahashi but Yanagi Sōetsu. While they all had different 
agendas to redefine the artistic value of the Kakiemon Ido, the very act of viewing gave 
them authority to support their interpretations.     
Louise Cort in her article, “The Kizaemon Teabowl Reconsidered: The Making of 
a Masterpiece,” meticulously analyzes the ways that Yanagi interpreted his encounter 
with the Kizaemon according to his agenda of critically approaching the tea hegemony 
and reconfirming his mingei ideals at the same time. Cort also notes that Okuda’s remark 
on the Kizaemon appeared shortly after Yanagi’s essay.453 She points out how Okuda 
emphasized the importance of a real act of viewing in appreciating this so-called 
masterpiece of the Ido bowl in the same way that Yanagi made sure of “essence of Tea” 
embeded in the Kizaemon after seeing it in person. In this period when the viewing of 
meibutsu became increasingly accessible and open to a wider audience than before, what 
Okuda as well as Yanagi and Takahashi actually guided their readers to see in the 
Kizaemon were not too far from the appraisals of tea men after all. For instance, one of 
the most celebrated features in Ido bowls has been the effect of crawling glaze termed 
“kairagi” (Fig. 98) that appears from the waist to the foot of the bowl.454 The emphasis 
on kairagi was no exception in the way that Takahashi, Yanagi, and Okuda all pointed to 
it as the superior feature of the Kizaemon bowl. Later in 1935, the Saikokai invited 
Asakawa Noritaka to give a lecture titled “Chōsen tōki no kanshō” (Appreciation of 																																																								
452 Louise Cort, 24.  
453 Ibid., 23–24. 
454 Ibid., 20.  
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Korean ceramics). Here, Asakawa argued that the term kairagi was derived from a 
Japanese transliteration of the Korean word, “kyaguriaru” (Gaeguri al, meaning frog 
eggs in Korean)455 Indeed, this refers to how the glaze effect on an Ido bowl looks like 
frog eggs.  
In accessing the view of Okuda that stresses “viewing” in the scientific 
appreciation of ceramics, but still acknowledges chanoyu canons at the same time, one 
must notice the paradox that such attitude was the prevailing tide of his time. To some 
extent, Okuda succeeded in offering the “scientific appreciation” of the Kizaemon and 
this is much to the Saikokia’s credit. For instance, Okuda attempted to explain the origin 
of the name, Ido, derived from chanoyu that became a genre of its own.456 At the same 
time, he suggested that the provenance of Ido production can be located to the northern 
part of Gyeonsang Province in Korea by referring to historical document and recently 
excavated findings.  
In the list of pre-war National Treasures, Nonomura Ninsei is the only potter 
whose name and individual artistic identity were recognized while others represented 
generic types or genres such as tenmoku, Ido, Seto, celadon, and Nabeshima. Certainly, 
this recognition of individual potter was a modern phenomenon, because it had been 
customary to identify famous tea utensils with their owners in the chanoyu circle. Tea-
leaf Jar with a Design of Wisteria (Fig. 99) is considered to be one of Ninsei’s signature 
works and currently registered as National Treasure.457 Using a white glaze as a blank 																																																								
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456 Okuda Seiichi, “Kokuhō no tōjiki 3,” 28.  
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canvas, the jar is decorated with a colorful rendition of blooming wisteria flowers in red, 
purple, gold, and silver as opposed to green leaves. This picturesque expression dominant 
on a large jar is indeed what Okuda envisioned to be an ideal example for ceramic 
appreciation. Okuda notes that Ninsei’s depiction is neither realistic nor natural, but he 
simplified the pattern and details and its overall effects are in harmony with a shape of 
each work.458 Indeed, it is no exaggeration to note that the Saikokai led the reevaluation 
of Ninsei with particular emphasis on his colored jars. Takahashi also included nine tea 
bowls (Fig. 100) by Ninsei in the Taishō meiki kan.459 While pointing out paucity of Edo-
period records about Ninsei, Takahashi described his tea bowls as “new meibutsu of the 
Taishō period” and explained that the research of modern ceramic study groups such as 
the Saikokai brought fame to Ninsei as the father of Kyoto ceramic production.460” 
However, Ninsei’s works featured in the Taishō meiki kan were tea bowls rather than the 
large jars with decoration, which later became National Treasures. This is due to the fact 
that Takahashi only covered two types of ceramics – tea caddy and bowl – in the Taishō 
meiki kan.461 In sum, the Saikokai initiated the recent wave of Ninsei and Takahashi 
included his tea bowls in the Taishō meiki kan while Ninsei’s works became increasingly 
sought after by modern sukisha.  
It can be credited that Okuda as the leading voice of the Saikokai played a key 
role in forging the myth of Ninsei as “artist-potter” and his works as the embodiment of 																																																																																																																																																																				
Treasure) (Tokyo: Kadokawa Shten, 2001), 227.  
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Japanese ceramic tradition in the Taishō period. Certainly, Okuda paid attention to 
Ninsei’s original designs and creation apart from foreign influences. However, at the core, 
he celebrated Ninsei’s works as an embodiment of uniquely Japanese spirit (nihonka), 
which later became National Treasures. In addition, it is also worth noting that Iro 
Nabeshima bowls were included in the pre-war list of National Treasures. When the 
Saikokai members started collecting Kakiemon and Iro Nabeshima, it was considered 
“sensational” in the art market. By 1929, it can be assumed that the joint efforts of 
collecting and studying resulted in the promotion of certain types of ceramics such as Iro 
Nabeshima as National Treasure. The Saikokai’s influence was evident in the selection 
of Japan’s national ceramics. In the section of “Jūyō bijutsuhin no tōjiki” in Tōji kōza, 
John Gaspy’s Iro Nabeshima Jar is featured as one of Important Works of Fine Arts (Fig. 
101).462 As Koyama suggests, it has bee known that this jar could have been an 
inspiration for the Saikokai’s logo (Fig. 102).463  In the text, Okuda mentions that this Iro 
Nabeshima jar is one of superior works in the collection of Saikokai’s members.464  
 
Okuda did not only pioneer ceramic studies in modern Japan, but also 
consolidated Japan’s national ceramics. In fact, his keen interest in ceramic appreciation 
and the construction of tōyō ceramics were fully crystalized in the late 1920 when he 
took up a task of registering and classifying Japan’s National Treasure ceramics. Okuda’s 																																																								
462 Okuda Seiichi, “Jūyō bijutsuhin no tōjiki 4,” in Tōki kōza (Tokyo: Yūzankaku, 1935), 
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life-long conviction was to develop a peculiar sense of national essentialism (nihonka) 
and redefine Japan’s historical ceramics in line with universal standards of fine arts at the 
same time. Okuda’s legacy lies in the early articulation of National Treasure ceramics 
while there is no doubt that the intellectual energy and direction Okuda created in the 
Saikokai and Tōyō tōji kenkyūjo had a lasting impact on the development of ceramic 
studies in modern Japan. 
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TABLES 
Table 1. List of the Saikokai Lectures during its Peak Time 
 
 
Year Month Title of the Lecture Author 
1917  Saikokaihen: Kakiemon to Iro 
Nabeshima (Kakiemon and Iro 
Nabeshima: the Saikokai Compilation) 
Taishōsei (Ōkōchi 
Masatoshi) 
1920 March Kokutani ron (Theory about Kokutani) Taishōsei 
March Rōzan Banko Taishōsei 
March Tanaka Chōjirō Taishōsei 
April Miura Kenya Taishōsei 
June Nihon tōjiki no bunruihō (Classification 
of Japanese ceramics) 
Taishōsei 
September Kutani yō no keitō ni tsuite (The origin 
of Kutani kiln production) 
Kurachi Nobuo 
October  Koraiyō chaki (Tea utensils from Korai 
kilns) 
Imaizumi Yūsaku 
October Chaire no hanashi (Tea caddies) Imaizumi Yūsaku 
1921 January Nabeshima Taishōsei 
January Hizen jiki no sōgyō (The Establishment 
of Hizen ware) 
Shioda Rikizō 
February Okuda Eisen Taishōsei 
May Raku Jōkei to Nonkō (Raku Jōkei and 
Nonkō) 
Taishōsei 
June Nonomura Ninsei Taishōsei 
July Chūkō jidai no Setoyō (Seto ware in the 
restoration era) 
Taishōsei 
August Aoki Mokubei Taishōsei 
September Nin’ami Dōhachi Taishōsei 
October Ogata Kenzan Taishōsei 
1923 July Shina seika jiki ni tsuite (Chinese 
porcelain with white and blue) 
Yokogawa 
Tamisuke 
July Unkaku Seiji (Celadon with cloud and 
crane design) 
Okuda Seiichi 
1924 April Chōsen mishima no hanashi (Korean 
mishima) 
Okuda Seiichi 
May Shina tōji zatsuwa (Chinese ceramics) Sasakawa Kiyoshi 
June Kōetsu to Kūchū (Kōetsu and Kūchū) Taishōsei 
1925 March Mikawachi yaki (Hirado yaki) Okuda Seiichi 
May Eiraku Hozen Taishōsei 
June Karatsu yaki no hanashi (Karatsu ware) Okuda Seiichi 
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August Kōrai seiji no kamaato to sono 
seisakuhin (Goryeo celadon kilns and 
their products) 
Nakao Manzō 
November Shinshashu ni tsuite (Copper red wares) Komori Shinobu 
1926  Saikokaihen: Sometsuke to Akae (Blue-
and-white porcelain and red painting 
pottery: the Saikokai compilation) 
 
 July Andō yaki oyobi sono keitō (Andō ware 
and its types) 
Okuda Seiichi 
 August Rokubee to sono keitō no tōki (Rokubei 
ware and its types) 
Okuda Seiichi 
1927 April Yatsushiro yaki ni tsuite (Yatsushiro 
Ware) 
Okuda Seiichi 
 June Annan yaki ni tsuite (Vietnamese Ware)  Hara Bunjirō 
 November Seto yaki no shumi (Seto ware style) Okuda Seiichi 
The establishment of the magazine Tōji by the Institute of Oriental Ceramics 
 
 
Table 2. Okuda’s Saikokai Lectures 
 
Year Title of the Lecture 
1923 Unkaku Seiji (Goryeo Celadon with cloud and crane design) 
1924 Chōsen mishima no hanashi (Korean mishima/buncheong) 
1925 Tōjiki no kanshō ni tsuite (Ceramic Appreciation) 
Mikawachi yaki (Hirado yaki) ni tsuite (Makawachi/Hirado 
ware). 
Karatsu yaki no hanashi (Karatsu ware) 
1926 Sometsuke to Akae (Blue-white porcelain and red painted ware) 
Andō yaki oyobi sono keitō (Andō ware and its types) 
Rokubē to sono keitō no tōki (Rokubei ware and its types) 
1927 Yatsushiro yaki ni tsuite (Yatsushiro Ware) 
Seto yaki no shumi (Seto ware style) 
1934 Ko kutani no sai kentō (Reconsideration of Ko-kutani) 
1935 Higo no yakimono ni tsuite (Higo ware) 
 Shinchō seiji setsu (The theory about Qing-dynasty celadon) 
 Tōki no yomikata (How to read ceramics) 
Total 14 		
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Fig. 34 (Up) Vase with Dragon Handles, Sancai (Three-color Glaze) 
Tang dynasty, 8th century 
Important Cultural Property, Gift of Dr. Yokogawa Tamisuke 
Tokyo National Museum 
 
(Bottom) Meiping Vase, Cizhou Type, Stoneware 
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Fig. 35 (Up) Tea bowl, Hori-mishima type, known as “Kimura” 
Joseon dynasty, 16th – 17th century 
Gift of Mr. Hirota Matsushige, Tokyo National Museum 
 
(Bottom) Celadon vase with plum tree, bamboo, willow, and waterfowl design 
Goryeo dynasty, 12th – 13th century 
Tokyo National Museum 
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Fig. 46 Aoki Mokubei (1767–1833), Teapot with relief design of carp 
Tokyo National Museum 
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Dutch delftware, ca. 1700–1720, Tin-glazed earthenware 
 
German Meissen Manufactory, 1749–50 
Fig. 47 Italian majolica, Dutch delftware, and German Meissen 
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bunrin (apple) shape 
 
Nasu (eggplant) shape 
 
Marutsubo (round-jar) shape 
Fig. 48 Kara-mono chaire shapes 
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Fig. 49 Nonomura Ninsei, Tea leaf jar, 17th century, Tokyo National Museum 
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Fig. 51 Hon’ami Kōetsu, Black Raku Tea Bowl known as “Shigure” 
17th century, Nagoya City Museum, Aichi Prefecture 
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Fig. 52 Large-mouthed jar, Seto ware, 14th century 
Tokyo National Museum 
 
 
 
Fig. 53 Karatsu ware, Momoyama period (1573–1615), Metropolitan Museum 
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Fig. 54 Imari ware, 17th century, Tokyo National Museum 
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Fig. 55 Nonomura Ninsei, Incense Burner, mid-17th century 
Metropolitan Museum of Art 
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Fig. 56 Wine container, Kōdaiji maki-e (black lacquer with gold maki-e),  
Momoyama period (1573–1615), Metropolitan Museum 
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Fig. 60 Ido teabowl, known as “Kizaemon” 
Joseon dynasty, 16th century, Korea 
National Treasure, Kohoan, Daitokuji, Kyoto 
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Fig. 61 Raku teabowl “Mount Fuji (Fujisan),” Hon’ami Kōetsu 
Early 17th century, National Treasure 
 
 
Fig. 62 Alois Reigl (1858–1905) 
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Fig. 66 Hori-mishima featured in Kokka 
 
 
 
 
Fig. 67 China Song’s Cizhou Ware featured in Kokka 
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Fig. 68 Nonomura Ninsei, Tea leaf jar with design of Mt. Yoshino, 17th century 
Hasegawa Tohaku, Crows and Herons 
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Fig. 69 Unkei, Great Guardian Nio, 1203, Todaiji  
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Fig. 74 Yanagi Sōetsu (front center) and Asakawa Noritaka (far left) at a 1922 exhibition 
of Korean ceramics in 1922 
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Fig. 75 The Korean Folk Art Museum, 1925 
Opened at Jipkyung-dang in the Gyeongbok Palace, Seoul, Korea 
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Fig. 76 The Catalogue of the Collection of the Lee Royal Family Museum 
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Fig. 77 The Lee Royal Family Museum 
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Fig. 80 Morse Collection (Korean Ceramics), Case 1 
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Fig. 81 Illustrations of Goryeo celadon featured in Life in Corea by William R. Carles 
(London: Macmillan & Co., 1888) 
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Fig. 82 Suwa Sozan I (1851–1922), Vase with phoenix-shaped handles, 1914 
Celadon ware, Tokyo National Museum 
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Fig. 83 The 1915 Industrial Exposition 
 
	272 
 
 
Fig. 84 The Fine Art Museum (1915) 
 
 
 
Fig. 85 Celadon with inlaid bamboo and crane design, 12th century (Goryeo dynasty),  
The Ataka collection, the Museum of Oriental Ceramics, Osaka 
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Fig. 86 Mishima 
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Fig. 88 Hori-mishima 
 
 
 
Fig. 89 Song Cizhou ware 
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Fig. 90 Asakawa Noritaka, Busan Kilns and Taishu Kilns (Fuzan’ yō to Taishūyō) 
 
 
 
 
Fig. 91 Asakawa Noritaka’s Chart of the Periodization of Joseon Ceramics 
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Fig. 92 “Kizaemon” Teabowl 
Joseon dynasty, 16th century, Korea 
National Treasure, Kohoan, Daitokuji, Kyoto 
 
 
 
Fig. 93 Suwa Sozan I (1851–1922), Mishima 
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Fig. 94 The report of archaeological investigations of ancient relics, Mt. Gyeryeong, 
Gongju, Chungcheong Province in 1927 under direction of Nomori Ken 
 
 
 
Fig. 95 R.L. Hobson’s visit to Japan in 1930 
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Fig. 96 The magazine Tōji, The Institute of Oriental Ceramics 
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Fig. 97 Ceramics Designated as National Treasures 
 
   
(Left) Jar, Autumn grasses design, Atsumi ware, Keio University, Tokyo 
 
(Right) Tea bowl named “Unohanagaki,” Shino ware, Mitsui Memorial Museum  
 
   
(Left) Hon’ami Kōetsu, Tea bowl named “Fujisan,” 17th Century 
 
(Right) Vase with phoenix-shaped handles, China, Southern Song, 13th C., Kuboso 
Memorial Museum of Art, Osaka  
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(Left) Vase with long neck, Celadon glaze, China, Southern Song, 13th C., Private 
Collection 
 
(Right) Vase with iron brown spots, China, Yuan dynast, 14th C., Museum of Oriental 
Ceramics, Osaka  
 
   
 
(Left) Yōhen Tenmoku, China, Southern Song, 12th–13th C., Seikado Bunko Art Museum, 
Tokyo 
 
(Right) Yōhen Tenmoku, China, Southern Song, 12th–13th C., Daitoku-ji, Kyoto 
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(Left) Yōhen Tenmoku, China, Southern Song, 12th–13th C., Fujita Museum of Art 
 
(Right) Tenmoku glaze with silvery spots, China, Southern Song, 12th–13th C., Museum 
of Oriental Ceramics, Osaka 
 
   
(Left) Taihi Tenmoku, China, Southern Song, 12th–13th C., Shōkoku-ji, Kyoto 
 
(Right) Ido tea bowl named “Kizaemon,” Korea, Joseon dynasty, 16th century, Kohoan, 
Daitokuji, Kyoto 
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Fig. 98 Ido’s “kairagi”  
 
   
 
Fig. 99 Nonomura Ninsei, Tea-Leaf Jar with a Design of Wisteria  
MOA Museum of Art 
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Fig. 100 Photographs of Ninsei’s tea bowls featured in the Taishō meiki kan 
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Fig. 101 A Section on Gaspy’s Iro Nabeshima 
Tōki kōza, 1935 
 
 
 
 
 
Fig. 102 Gaspy’s Iro Nabeshima Jar vs. The Saikokai’s Logo 
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